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MICHAEL SNOW:
GOSTERMEK

LOUISE DERY

MICHAEL SNOW’un yapiti Gzerine nasil yazilabilir? Boylesi genis olcekli bir yapittan soz etmek,
boylesine cesitli ve etkileyici bir yapiti gostermek nasil mimkun olacaktir? Ki bu yapit uzunca
bir stredir, imaji sabitlemeye ya da harekete gecirmeye, zaman icinde kapatmaya ya da coklu
zamansalliklara a¢maya, onu sessiz bir sekilde korumaya ya da ses ile iliskiye gecirmeye
calisan stratejiler etrafinda gelismektedir. Yapitin baga ya da sokmeye, biikmeye ya da ifsa
etmeye, genisletmeye ya da bicimi imaj icinde, sesi cimle i¢inde, ani zaman iginde tutma egilimi
nereden kaynaklanmaktadir? Yapitin bir bolimu tzerinde onu yeniden yerlestirebilmek icin, ona
ilk halini verebilmek icin, deneysel sinemanin ve gorsel sanatlarin hareketli esiginde yeniden
konumlandirabilmek icin nasil durmali? Bu son derece belirli alanda imajin, metnin, akustigin
ve Ol¢linin devreye girdigi SNOW’'un yapitlarinin ve yazilarinin kavsaginda nasil yer almali ve
kendimizi bir gozlemci konumuna sokmali? Ve nasil hesaba katmali bu eksikli fakat o derece
zorunlu olan araci, yani sergi katalogunu?

MICHAEL SNOW’un ne derece cok-disiplinli bir sanat¢ioldugunu hatirlatarak baslayalim. SNOW,
uzunca bir siredir, sonyillarin sanat alanin en etkili figlirlerinden biri olarak kabul edilmektedir.
SNOW’un dogurgan ve degisken pratigi, kendisini son elli yilda ortaya ¢ikan son derece cesitli
teknolojik gelismelere kesintisiz bir sekilde acik olmaya misaade eden dontsimlerden
beslemekte ve, genis bir gorsel ve akustik fenomenler biitini dahilinde yapilan acinsamalarla
kendisini yeniden icat etmektedir. SNOW’un yapiti medya sanatlarinin sorusturmalarinin ve
yayinlanmasinin en giincel sorunsallariyla tam bir uyum gostermektedir, ki bu da pratik olarak
ilk defa sergilenen Diagonale (1982) ve Sinoms (1989) gibi yapitlarin sasirtici derecede giincel
karakterini ortaya koymaktadir.
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60’lyillardan itibaren giinimize kadar gerceklestirilen bu killiyat MICHAEL SNOW’un yapitini,
medya sanatlarinin bu onclsunin yapitlarini hesaba katma ile ve calismasinin kimi belirleyici
acilariyla bizi karsi karsiya birakiyor: kadraj olarak pencere motifi, ic ile dis arasinda, on yuz ile
arka ylz arasinda isleyen iliski, dontsim, imajin ya da sesin yogunlasmasi ya da yayilmasi, s0z
konusu tekniklerin (fotografi, film ya da isitsel) sunulusu, nesne ile imaj arasindaki iliski ve mekan
ve zaman lzerine diistinim. S6z konusu edilen otuz kadar fotograf, video ve ses enstalasyonu
arasinda pek ¢ok major yapit bulunmaktadir: Wavelength (1966-67), Sink (1970]), W in the D
(1970), Still Living (9 x 4 Acts, Scene 1) (1982), The Last LP (1978), In Medias Res (1998), That/
Cela/Dat (2000), Souffle solaire (Cariatides du Nord) (2002), Powers of Two (2003), SSHTOORRTY
(2005), The Corner of Braque and Picasso Streets (2009) et Piano Sculpture (2009). Bu yapitlar
sanatcinin, ister imajlar ve isitsel onermeler olsun isterse de basili, filmlestirilmis, kaydedilmis,
cizgiile canlandirilmisya da karsiliklive tesadiif oyununa birakilmis olsun ne derece ¢esitliaraglar
kullanarak ortaya c¢ikardigini giizel bir sekilde gostermektedir. SNOW'un yapitlari kavramsal,
temasaya-dustinceye acik, anlatimsal ya da surecsel guclu bir karaktere sahip olmakla birlikte
aralarindan kimileri MICHAEL SNOW'un diinyanin durumu tzerine eglenceli ve ironik bakisinin
karakterini ifsa etmektedir. Zira kelimeler, imajlar ve sesler arasinda olusan catisma, bir
anlamiyla ilisme, sanatcinin iliskiyi yapilandirmak icin kullandigi gozde mekanizmalardan biridir.
0 halde bu motiflerin ve kompozisyon yontemlerinin tekrar tekrar karsimiza ¢ikmasinin benim
adina sanatcinin faktura’si’ dedigim sey, yani bakis ile goriinis arasindaki, Uslup ile madde
arasindaki, yapit ile eyleyis arasindaki bu ozel ittifak oldugu ileri surilebilir.

Sanatcinin da aktif olarak katildigr burada sunulan yapitlarin secilmesinde bu ¢esitlilik dikkate
alinmistir. Araclarin, motiflerin ve imajin ve sesin ortaya konma bicimlerinin bu cesitliligi, kendi
ifademe geri donerek soylemem gerekirse, bu faktura, MICHAEL SNOW yapitlarini olusturmaya
basladigindan beri son derece belirleyici bir yontem olmustur. SNOW, daha 1967'de, “Ben
profesyonel bir sanat¢i degilim”2 diye soyliyordu. Ve soyle devam ediyordu: “Benim resimlerim
bir yonetmen tarafindan, heykellerim bir muzisyen tarafindan, filmlerim bir ressam tarafindan,
miuzigim bir yonetmen tarafindan, resimlerim bir heykeltiras tarafindan, heykellerim bir
yonetmen tarafindan, filmlerim bir mizisyen tarafindan, mizigim bir heykeltiras tarafindan
yapilmistir...ki bunlar, kimi zaman hep birlikte calisirlar. Ayni zamanda resimlerim biytik oranda

1. Terim 1916 yilina dogru konstriiktivist séylemde ve Gzellikle de Nikolai Taraboukine’in yapitinda ortaya cikar, Son
tablo, sovaleden makineye. Bir resim teorisi Uzerine, 1923. Doku gibi olusturucu resimsel elemanlara gonderme
olmaktadir. Burada Michael Snow’un “imaj-yapma”si anlaminda kullaniyorum terimi.

2. 18 Kanadali Sanatci'dan alinmistir, Regina, Mackenzie Art Gallery, 1967. Fransizcaya Michael Snow, Paris, Musée
National d’Art Modern icinde 1979 yilinda cevrilmistir. Orijinal versiyon The Collected Writings of Michael Snow / The
Michael Snow Project, Waterloo (Ontario, Canada), Wilfrid Laurier University Press, 1994, p. 26. icinde yer almistir.

bir ressam tarafindan, heykellerim bir heykeltiras tarafindan, filmlerim biryonetmen tarafindan,
muzigim bir muzisyen tarafindan olusturulmustur. Birbirinden ayri girisimler olarak bu
araclarin her birinde safliga dogru bir egilim mevcuttur. Resim bir sabitlik olarak, statik imaj
olarak mevcuttur. Heykel bir nesne olarak mevcuttur. Isik ve zaman.”® Hi¢ kuskusuz MICHAEL
SNOW konusunda, 6zgiil karakterlere sahip araglari ve yontemin bitininde bulunan devamli
hareketlilige dahil olan temalarin bir varyasyon c¢alismasini yonetme istegine sahip oldugu
soylenebilir. Bu sergiicin secilen yapitlar, Le Fresnoy tarafindan éne cikarilan medya sanatlarinin
alaninin daha yakininda konumlanmak amaci ile desenleri, resimleri ve heykelleri icermese de,
dislincenin isleyis bicimi olarak taslak sorunsali (Line Drawing with Synapse), imajin resimselligi
(Sink ya da SSHTOORRTY] ve bicimin uzaysalligi (The Corner of Braque and Picasso Streets ya da
Serve, Deserve] hicbir sekilde eksik degildir.

Dolayisiyla bu serginin video, fotograf ve isitsel olandan olusan yapitlari MICHAEL SNOW'un

yapitinin zengin cercevesini sunabilecegi inanciyla bir araya getirilmistir. Dahasi sanatci,

yapitlarinin, kendi kisisel arsivlerinden gelen paha bicilmez degere sahip pek ¢cok planini ve
enstalasyonlarina iliskin bilgileri bu katalogda paylasmaya misaade etmistir.

iste aynizamanda bir sanat tarihgisi olacak kiiratorin tam anlamiyla hosuna gidecek bir konudur
bu; yapitin sergilenis kosuluna iliskin, onun tarihe dahil olusunu tam anlamiyla kavrayabilmek
icin mutlaka hesaba katilmasi ve titizlikle saklanmasi gereken verilerdir bunlar... Bu anlamda,
serginin mekana yayilisina iliskin kararlara sanatg¢inin katiimi sadece her bir yapita iliskin
kaygilarindan degil ayni zamanda belirli bir dizenlemeye gore sunulduklarinda yapitlar
arasindaki iliskiyi de hesaba katan bir diyalogu one cikarttigi icin dnemlidir. Sonucta, yazi
MICHAEL SNOW'un pratiginin temel aktivitesi oldugundan ve “séyleyecekleri’nin ¢alismasinda
gelistirdigi  kavramlari acikliga kavusturmasi acisindan son derece onemli oldugunu
bildigimizden sunulan her yapit Uzerine kisa metinler rica ettik kendisinden.

Sergi, Briksel Gizel Sanatlar sarayinda Thierry de Duve’'lin sergisi icin, Voici, 2000 yilinda
gerceklestirilen That/Cela/Dat adli video enstalasyonu ile aciliyor. Bu yapitin baslangic
icin secilmesi bosuna degildir. Izleyiciyi taraf olmaya, gérmek ve okumak arasindaki iliskiyi
deneyimlemeye, sanatcinin kendisine ilettigini kaydetmeye davet etmektedir. Aslinda soz
konusu olan, es zamanli 15 dakikalik ¢ bolimden olusan ve iki ekran arasinda duvar uzerine
bir projeksiyon ile dizenlenen sessiz, okunacak bir filmdir. Sanat¢inin kendisi tarafindan kaleme

3.Ag.e.
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alinan metin, ekranin solundan merkezine, sonrasinda sagina dogru degisen ingilizce, Fransizca
ve Flamanca dilleri arasinda akicilik etkisi yaratarak islemektedir. MICHAEL SNOW burada,
metin ve imaj arasindaki, her bir kelimenin harfleriyle bicim arasindaki, kelimenin uzamiyla
ekranin dortgeni arasindaki iliskiyi sorunsallastirmaktadir. Her sey titiz bir sekilde senkronize
edilmistir. Yapit bize ne oldugunu soylemektedir: BU. 1982°'de 16 mm. ile cekilen bir filmin,
So Is This, mirascisi olan SU’ya gonderme olur, fakat daha sonrasinda, neredeyse yirmi yil
sonra bundan SU'nu yaparak; bu, Magritte'i animsatan kavramsal bir icradir, kendine has bir
ritim Ureten diizenleyici bir strateji butlnddir, izleyicinin dogrudan bir sorgulanmasidir. Onu
beklemekte, ona kendisini hemen sunmakta, serginin kendisi olan SU’ya dahil etmektedir; Solo
Snow, Fransizcaiile ingilizce arasinda, solist ile bireysel sergi arasinda, SOLO ile SNOW arasinda
bir baska kelime oyunu devreye girer.

Sergi bir agac¢ seklinde tasarlanmistir. Solo Snow, bilesenlerini, merkezi bir akstan itibaren,
sesin, mekanin ve imajin deneyimini 6ne c¢ikartmak amaciyla yayarken tarihleri ve araclari
disarida birakmaktadir. Secilen yapitlarin bir bélimid doganin, 6zellikle de fenomenolojik ve
sanatsal boyutlariyla rizgarin ve 1sigin, yapitin 6znesini olusturdugu bir proje ile ilintilidir.
Ornegin, 2002 tarihli bir video enstalasyon olan ve ismiyle, Souffle Solaire (Giinese iliskin
soluk], kuzeye ait mekani ve kuzeyliligi animsatan ve son derece siirsel bir sekilde riizgar ve
glines enerjisini zaman ve enerjiye bagdastiran giicl gdsteren bir yapittir. Hatta yapit, rizgar
acik bir pencerenin yarattigi bosluga yerlestirilmis bir cibinligin arasindan tuvalden bir perdeyi
icine cektigi ya da sikistirdigi ve sirekli bir sekilde bicimi ve kivrimlari degistirmekte oldugu
gliniin sonunda giinesinin batisiyla 1sigin rengini degistirdigi oranda, donlisimin ifadesinin
ta kendisi olmaktadir. ilk bakista oldukga basit bir aygit gibi géziikse de aslinda, akustik ve
gorsel bir enstriman gibi isleyen olduk¢a kurnazca dizenlenmis bir aygittir: degisken renklere
sahip yapit diinyaya acilmaya calismaktadir ve imaj ne tam anlamiyla sabitlenmistir ne de aciga
cikarilmistir; Barthes'in ifadesiyle sdylemek gerekirse, degisen bir isiga sahip, yapita “katilan”
glines ile aydinlatilan ve boylelikle sadece i¢ ile dis arasinda bir iliskiyi degil, ayni zamanda 6n
yliz ile arka yliz arasindaki bir iliskiyi de devreye sokan bir projeksiyon ekranidir. Bu, riizgarin
rastlantiya bagli nefesiyle hareketlenen ve kivrilan tuvalin hareketine dahil olabilecek olan bir
zemindir. Bir akustik ara ylz olarak ikili bir sessel mevcudiyeti iliskiye sokar, tuvalin cibinlige
belli belirsiz bir vurguyla carpmasini ve daha az belirgin bir sekilde, binanin icinden gelen
sesleri ve ev hallerine iliskin sesleri iliskiye sokar. Son olarak sunu sdyleyelim, yapit, i1s1gin
gecisi Uzerine temasayi iceren bir deneyimdir, o halde bu, zaman tzerine bir disiinmedir.

Pencerenin yarattigi bosluktan esen riizgar fenomeni, ki sanatci Atlantik’'in bu bdlgesinde
son derece nadir firsatlarda bunu gozlemlemistir, Terre-Neuve'de bulunan evinin icine

yerlestirilmis sabit bir kamerayla kaydedilmistir. Filmin sliresi, ki bir saatten biraz fazladir,
fenomenin siresiyle tam olarak cakisir. Sonradan hic bir midahale gerceklestirilmemistir.
Perdenin ylzeyi ylikseldiginde disariya yerlestirilmis bir giines pili ile karsilasiyoruz, bu da bize
video kameranin calismasini saglayanin tam da bu giines enerjisi oldugunu ileri sirme sansini
veriyor ve ayni zamanda yapitin 6zerk karakterini tanimliyor. Sesi geciren, pamuklu bir tuval
olanve i1sigin sizmasina misaade eden gecisken yapisi ile cibinlik, MICHAEL SNOW’un yapitinda
su ¢cok meshur Walking Woman’'daki hayaletimsi imajlar gibi gorinen disil siluetlerden beri
siklikla karsilastigimiz imajlarin dizlestirilmesi ve indirme etkisini olanakli kilmaktadir. Fakat
Souffle Solaire’in (Cariatides du Nord, Kuzeyin Statileri), askida kalmis yassilastirmalari ve
carpmalari bir beklenti, yani ara ile hareket arasinda, ilham ile sona eris arasinda bir almasik
yap! Ureterek neredeyse tamamiyla dramatik bir eylemin kokeni oluyor.

Condensation yapitina gelince. 2009 yilinin yapiti olan A Cove Story'de, SNOW tarafindan
filme alinan gorsel fenomen her ne kadar asagi yukari on dakikalik bir siirede sikistirilmis ve
hizlandirilmis olmasina ragmen ve yapit sessiz olmasina ragmen Souffle Solaire (Cariatides
du Nord, Kuzeyin Statiileri) ile birlikte ele alinabilir. Onlarda olan ortakligi saglayan yapitin
tamami boyunca degismemis kalan cercevedir. “Cerceve, goz kapaklaridir!”4 MICHAEL SNOW
1971'de La region Centrale (Merkezi bolge) tizerine yazarken de benzer bir gériise sahipti ve su
sekilde belirtiyordu distncelerini: “Sadece var olmak i¢in hiiziinli bulabiliriz; bir bicim kiyilara,
sinirlara, bir pozisyona, bir yere sahip olmalidir. Bir dikdortgenin icerigi iste bu olabilir.”®
Condensation vakasi ise su sekilde. A Cove Story'de, gorsel atimlar, imajin pirildamasi gibi
degisik ylizlerce imaj peyzajin atmosferik doniisimini gostermek icin kameranin éniinden akip
gecmektedir. Yapit biylk bir resimsel hassasiyet sunmaktadir; MICHAEL SNOW'un La region
Centrale’i cektigi siralardaki tutkusunu, “Cezanne, Poussin, Corot, Monet ve Kanada'da Yediler
Grubunun biylk tablolari gibi olacak bir peyzaj filmi yapmak”¢ icin kameranin disavurumcu
kaliteleri Uzerine oynama tutkusunu hatirlatmaktadir. Hi¢ siphe yok, MICHAEL SNOW'un
filmleri bir ressam tarafindan yapilmistir! Ayni sekilde resim tarihi, Lascaux'dan beri, tipki bir
sinematografik travelling gibi oniimize serilmektedir; SNOW’un peyzaj filmleri ve videolari,
neredeyse elli yildir, Kanada topraginin hakiki resimsel freskinin bolimlerini olusturmaktadir.

4. "Merkezi bélge tzerine ortaklik: Michael Snow ile Charlotte Townsend'in konusmasi“ndan alinmistir, Fransizcada
Michael Snow. Yazilar 1958-2001, icinde yayimlanmistir, Paris, Ecole Nationale Supérieure des Beaux-arts et Centre
Pompidou, 2002, p. 54. Ayni zamanda Arts Canada icinde vol. 28, no 1, février-mars 1971, s. 153 yayimlanmis ve
sonrasinda The Collected Writings of Michael Snow / The Michael Snow Project icinde yer almistir, op. cit., p. 60.
5.A.g.e.

6. "Merkezi Bélge”den, Michael Snow, alinmistir. Yazilar 1958-2001, a.g.e., s. 32. 1969'da yazilan bu metin ilk defa
1972 yilinda Kanada Giizel Sanatlar Miizesi tarafindan sanatcinin About 30 Works by Michael Snow isimli sergisi icin
basilmistir. The Collected Writings of Michael Snow / The Michael Snow Project icinde de yer almistir, op. cit., p. 53.
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Sink yapiti ile ziyaretci peyzajdan uzaklasmakta fakat resimsel bir kayit fikri dahilinde
kalmaktadir. S6z konusu olan 1970 tarihli bir enstalasyondur ve renkli bir fotografa eslik eden
ve sanatcinin New York'taki atolyesinin boya ile tikanmis ve lekeli lavabosunu fotografla ayni
boyutta gosteren 35 mm’lik 80 diapozitifi birbiri ardina gosteren bir projeksiyondan ibarettir.
Diapozitif projektorii mekanda, beyaz bir kaide lizerinde mevcuttur. Baslangicta mutlaka iki
elemana isaret etmek gerekmektedir: dncelikle biliyoruz ki sanatci pek cok ifade aracina
sahiptir ve bu yapit fotograf ile projeksiyon ve yerlestirilmeler arasindaki gecisliligin mikemmel
bir ornegidir. Hatta yapitta, isminin sink ve sync arasindaki semantik gecisle cagristirdigi gibi
sese iliskin bir gonderme de bulabiliriz. Ikinci olarak ise sunu soyleyelim: atélye, her sanatci
icin deneyimlemenin alanidir. MICHAEL SNOW bunu iyi biliyor ve lavaboyu, bugiine kadar
gerceklestirilen yapitlarin kalintilarinin hafizasi olarak, resim pratiginin isaretsel bir eki olarak
sunuyor diyebiliriz. Buna karsin bir goz aldanmasi ile karsi karsiya bulunmaktayiz. Zira sanatci
lavaboyu farkli yerlere yerlestirilmis lambalar yoluyla aydinlatmis ve her aci i¢in lambalarin
onlerine yerlestirilmis farkli renkli filtreler yerlestirerek, boylelikle bir anlamiyla yeniden bir
paletya da cesitli renkler gecidi yaratarak fotograflamistir. Renk ve madde boylelikle kavramsal
bir halalmaktadirlar; zira bu natirmort sadece isiktir, elbette, izleyicinin bakisi oniinde birbirinin
icine gecen fotografin ve projeksiyonlarin isigidir. Bu kokensel olarak ¢ boyutlu nesneye deger
vermesini a¢ikliga kavusturmalidir: yassilastirilmis ve bir diapozitif cercevesi gibi yuvarlatilmis
bir bicime sahip destekleyici tzerine yerlestirilmis fotografin sundugu neredeyse anamorfik
sunum ile cesitlendirilmis renklere sahip sunulan 80 imajin verdigi maddi olmayan cagrisim.

Still Living (9 x 4 Acts, Scene 1), 1982 yilinda Polaroid makine ile ¢ekilen ve her biri minyatir
dort fotografin bulundugu dokuz sayfadan ve bir baslik sayfasindan olusan bir dizi fotograf
SNOW’un natlirmorta olan ilgisini gostermektedir. Yapit, bulunmus, her biri ¢zlilmeyi bekleyen
pek ¢ok ipucu sunan imajlar halinde bir cimle olusturan dortli bir sekilde bir araya getirilmis
elemanlari siralayan bir gorsel olarak ortaya cikiyor. Tipki genel olarak resim ile bagdastirilan
natiirmortta oldugu gibi nesneler secilmis, sembolik ve formel bir ¢esit tipoloji dahilinde yan
yana dizilmis ve bir yatay bir de dikey plandan olusan bir mekana yerlestirilmistir. SNOW’un bunu
bir Polaroid ile yapmasi (ki Polaroid yetmisli ve seksenli yillarda oldukca yaygin hale gelmistir]
sanatc¢inin bu klasik tirin “canliigini” koruyarak ona yeni bir giincellik kazandirma egilimini
de gostermektedir. Bu, yine de merkezi kavramlardan birinden sapma anlamina gelmektedir,
natirmortun 6zlne ve gerceklestirilmesiicin gerekli titizlige ickin zaman ve dolayisiyla siireden
sapmaya. Siire¢ ve zaman fikri Serve, Deserve (2009) adli yapitta tekrar kendini gésterir; ayni
derecede niikteli bir baska nattirmort fakat bu defa hic durmadan yeniden baslayan bir tablo/
yemegin sirecini gosteren bir video olarak karsimiza ¢ikar.

MICHAEL SNOW'un video enstalasyonlari tam anlamiyla yapilasmis bir mekan sunumu dahilinde
imaji nesne ile iliskilendirme etkisine sahiptirler. Serve, Deserve'deki masada oldugu gibi imajin
boyutu, The Corner of Braque and Picasso Streets (2009) adli yapittaki projeksiyonun éniindeki
kaidelerin istiflenmesi ve konumlandirilmasi, Piano Sculpture (2009)'da kibist bir video yapmak
icin kullanilanlar ya da yerlestirilmis hoparlorlerin mevcudiyeti bedeni tamamiyla dahil ederek
bakis nesnesi gibi somut bu enerjiyi yapitlarin her birine verebilmek icin kullanilan 6zgil
stratejilerdir. Powers of Two (2003) ya da In Medias Res (1998) gibi izleyicinin hareketli olusunu
iceren ve geleneksel olarak bir duvara iki boyutlu olarak yerlestirilen yapitlarin alisildik semasina
karsi ¢ikan yapitlar igin de ayni sey sz konusudur. Ozellikle de Power of Two, bir oda icinde
bir ¢iftin ask oyunlarini sunan seffaf bir zemine asilmis bu fotografin inceligi ile yapit izleyicisine
meydan okumaktadir. Tekilliginin sezilebilmesi icin imajin diger yanina hareket etmeye davet
edilirken, reel bir boyutta, karmasik bir dekorda fotograflanmis olan kadinin bakisi tarafindan
takip edilmektedir. Ayni sekilde, bir Iran halisini yerde ve gercek boyutlariyla sunan In Medias
Res adli yapita onu bir imaj olarak doguran ayni bakis agisindan, yani sergi icin olusturulan
sahneyi belirleyen papaganin lzerinden, son derece yuksekten cekilen imajdan bakilamaz. Paris
de Jugement Le or State of the Arts (2003) adli yapit ise, MICHAEL SNOW'un resim tarihinin ve
ozellikle de burada mitolojinin ana temalarini yeniden ziyaret etmekten aldigi keyfi gostermesi
acisindan tipiktir. SNOW, resim ile fotografi karsi karsiya getirerek ve izleyicinin roliind temel
ilgi noktasi olarak alarak, Cezanne tarafindan resmedilen ve sanatcinin oniine kendi U¢ zarif
ciplagini konumlandirdigi ve bu planlarin birikmesi ile elde ettigi fotografa baktigim bir peyzajin
arasina motifleri yerlestirmeye calismaktadir. Boslukta birakmaya iliskin hakiki bir deneyim ile
karsi karsiyayiz; SNOW motifin arkasini ya da imajin gerisini ve hatta kendisinin de Solo Snow
sergisinin sonunda asilmis olan yapiti hatirlatarak ifsa ettigi gibi serginin arkasini géstermekle
eglenmektedir!

35 mm’lik bir kamerayla 2005 yilinda ¢cekilen SSHTOORRTY adli yapit sinemanin ozgulligind
koruyan serginin tek yapittir; kisa anlatisal durumu ve kisa metraja yaptigi gonderme ile bir
film gibi izlenir (short ve story kelimelerinin bizilmesi). Sanat¢inin hilesi burada iki bolimlik
filmi daha kisa kilmak amaciyla birini 6tekine dayatmaktan ibarettir. Aslinda sanatci bir filmin
daha sonra Ust Uste yerlestirilmek tzere bolimlenmesi deneyimini itk defa yasamamaktadir.
Iki sene evvel, ironik bir sekilde kiilt filmi Wavelength'i (1966-1967) videoya déniistirmek ve ¢
esit katman olarak Ust Uste yerlestirmek amaciyla parcalara ayirmak icin yeniden ele almistir.
WVLNT or Wavelength For Those Who Don’t Have The Time Originally 45 minutes, Now 15! (2003)
adiyla anilir; yeni yapit modern hayatin hizlanan ritminin arzuladigi gibi daha hizli gorilmek icin
sikistirilmis imajlardan degil fakat yogunlastirilmis imajlardan yapilmistir.
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MICHAEL SNOW ayni zamanda bir ses sanatgisi, bir mizisyendir ve Solo Snow’un baglami
dretiminin kimi drneklerine tartismasiz bir sekilde gonderme olmaktadir. Sanatcinin mizikal
cok yonliligu ve isitsel icatlar konusundaki gucu kendi sinema ve gorsel sanatlar pratigi
ile birlikte gelistirilmistir. Bir Blues ve Jazz piyanisti olup dncesinde Jazz Band adli grubun
Uyesi olan daha sonra ise Canadian Creative Music Collective de Toronto adli grup ile pek ¢ok
kayit gerceklestiren, parlak bir yorumcu ve dogurgan bir besteci olan MICHAEL SNOW o6zgir
ve spontane yorumlama baglaminda deneysel miizigin taraftaridir. Fresnoy'daki bu sergi icin
secilen yapitlar SNOW’un miizikal ve sessel calismalarindaki farkli egilimler Gzerine gonderme
olmaktadir; ozellikle de 2005'te Erik Bullot'nun davetiyle Bruges kentinde verdigi solo konser
kaydi, CCMC ile 2002'de gerceklestirilen yorumlanan parcalardan secmeler ve nadiren
gosterilen bir cevresel enstalasyon, Diagonale, (1982 tarihli bu yapit, her biri farkli bir dalgada
en inceden en kalina dogru giden ve izleyicinin mekanda hareket ederek deneyimledigi yere iki
sira seklinde dizilen on alti hoparlérden olusmustur) érnek gosterilebilir.

Sunulan diger uc¢ yapit MICHAEL SNOW'un sese iliskin arastirmasina taniklik etmek icin
secilmislerdir. ILki bir MICHAEL SNOW diskidir. Music for Piano, Whistling, Microphone and
Tape Recorder (1975'te lretilmis ve New York'ta Chatham Square tarafindan yayimlanmistir],
W in the D, 1970. Sanatci bu yapiti gerceklestirmek icin kendisini i1slik calarken ve nefes
alirken 23 dakika boyunca elindeki mikrofona kaydetmistir. Havadan ve notalardan mitesekkil
1slik hicbir elektronik dizenlemeye tabi tutulmamistir ve tam olarak performansin siresine
sadiktir. O halde SNOW icin s6z konusu olan gercek zamanli bir belgeseldir. Yazilarindan
birinde piyanist, trompetci ve kendiliginden bir daktilocu oldugunu belirtmistir, i1slik onun igin
dogaldir. Win the D adli calismada, cekilen havanin niceligine bagli olarak her bir katmanin ya
da i1slik cimleciginin uzunlugu ve performansi itham tarafindan belirlenir. Hatta tflenen hava
ile derin ilham arasinda bir git-gel etkisi (sinematografik imajda zoom in, zoom out’a baglanan)
mevcuttur. Dinlerken, garip bir sekilde giicli bir gorsel potansiyele sahip olsa da SNOW’un bu
sessel freski yaratmak icin etkilemelerin cesitlemesine kendini biraktigini goruruz. Basliginda
isaret ettigi gibi, Whistling in the Dark’in kisaltmalari, sanat¢i karanlikta gormeyi telkin etmektedir.
Wi in the D, tipki Souffle Solaire’deki riizgar gibi gercek bir fenomenolojik boyut tasiyan ve hem
yapitin konusunu hem de malzemesini olusturan isligin kullanimindan dogmustur.

The Last LP: Unique Last Recordings of The Music of Ancient Cultures, MICHAEL SNOW’un
1987 de urettigi, Art Metropole'den cikan son disktir, 1994 yilinda CD haline getirilerek yeniden
yayimlanmistir ve 33’lik diskin kacinilmaz kaybina gonderme olmaktadir. Etnomiizikolojik
bir kurgu cesidi olarak albim, kabini ve metinleri yaratimin es degeri olusturucular olarak

iceren yapit kayit teknolojisinin etkileri ve diinyanin nadir yerlerinde kalmis olan endustri 6ncesi
son kultirel yapitlari arasindaki iliskiyi goz online aliyor. Bu diskin olusmasini karakterize
eden son derece essiz bir yaraticiliktir, ki basliklar ve sunulan sanatcilar kendinde bir
egzotizmin buluslaridir: Wu Ting Dee Lin Chao Cheu (Wu Ting Dee Lin Chao Cheu’nun gelisinin
bildirilmesi] Seul ulusal mizik enstitiisi orkestrasi tarafindan yorumlanmasi; Mbowunsa
Mpahiya, Angola’daki Kpam Kpam Tribe kabilesi tarafindan yorumlanmasi; Quuiasukpug Quai
Gami'nin (Geldigi icin mutlu), Sibirya'daki Tornarssuk kabilesinden Ani'ksa’tuk tarafindan
yorumlanmasi; ya da Finlandiya'nin kuzeyinde Okash tarafindan yorumlanan Klogen Sdylevi.
SNOW'un miuzikal yapitiyla oldukca ilgilenen Raymond Gervais’ icin diskin her bir parcasi
sanatcinin “en hakikisini” yapmayi basardigi ve boylelikle sanatta dogru ile yanlis lzerine
disinmeye gotiren isitsel bir filmdir. SNOW’un kendisi de, her ne kadar kapakta elinde mikrofon ile
kayit halinde Dr. Misha Cemep ile kendini 6zdeslestirse de kendini yeniden treten geleneksel mizigin
hatirasi olan bu etnografik icadin olusturdugu kurgusal girisimin Uzerindeki perdeyi kaldiriyor.

MICHAEL SNOW, The Last LP'den farkli olarak, Sinoms'un konusu ve malzemesi olarak
hakiki tarihsel malzemeleri kullaniyor. Benim kiratord oldugum bir sergi dahilinde
Quebec sehrinde 1989 yilinda dizenlenen siparis bir yapittir séz konusu olan.2 MICHAEL
SNOW'u Quebec sehrinin isitsel bir peyzajini yapmak Uzere davet etmistim, amac bu
malzemeyi kaydetmek ve kataloga dahil etmek oldugu kadar ayni zamanda serginin acilis
glininde belediyenin yakinlarinda vyayinlamakti. Burada hemen belirtelim ki Sinoms
Fresnoy’'nin disina, girise yakin bir yere, temel konseptine tekabil eden bir arzu dahilinde
onyuzin blylk merdiveninin cevresine ve sokaga yakin olacak sekilde yerlestirilmisti.

S6z konusu olan MICHAEL SNOW’un, The Last LP'den hemen sonra gergeklestirdigi itk CD’dir.
Yapit, bir isitsel yurt olarak Quebec sehrinin alisilmadik partisyonlardan olusan tarihsel bir
freskini onermektedir: Quebec sehrinin otuz dort belediye baskaninin ismi arka arkaya ve
tekrar eden bir sekilde, ilkinden, yani 1833'te secilen Elzéar Bédar'dan itibaren 1989'da yapitin
gerceklestirildiginde gorevde olan belediye baskanina kadar, gosterilmektedir. Yirmi iki farkl
ses bu isimleri, tipki, aksandan, vurgudan, erkek ve kadin seslerinin kaydindan, telaffuzdan,

7. Raymond Gervais'nin « Michael Snow diskleri. Partition 1 Music Snow », adli calismasina bakilabilir, Music/Sound
1948-1993 / The Michael Snow Project, Toronto, Art Gallery of Ontario, The Power Plant ve Alfred A. Knopf, p. 172-173.
(Ceviri : « The Recorded Music of Michael Snow », p. 300 i¢inde mevcuttur).

8. S0z konusu olan Sanatcilarin Yurtlari. Yatay peyzajlar adli sergidir. Quebec Giizel Sanatlar Mizesi tarafindan 1989
yilinda sunulan ve Snow’un disinda Giuseppe Penone, Daniel Buren, Dominique Blain, Shigeo Toya, Melvin Charney ve
Robert Stackhouse gibi sanatcilarin yer aldigi bir sergidir.
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okuma esnasindaki kararsizliklari ve hatalari dikkate almasindan dolay! isitsel hale gelen
notlari oldugu gibi, telaffuz etmektedir. Seslerin duzenlenmesi, degisimleri, Ust Uste
yerlestirilmelerive hatta birbirininicine gecmeleri sasirtici bir etkiler ve ritimler ¢esitliligi sunuyor.
MICHAEL SNOW bu kompozisyonda belediye baskaninin islevinin tarihsel karakterine ve
semboline yaslaniyor: bunlar, SNOW’a gore, sehirlerin yizlerini degistirme glicline sahipler.
Onlara atfettigi isitsel mevcudiyet Quebec sehrinin peyzajini hatirlatiyor ve kolektif kimlige
ve mekanin kimligine dahil oluyor. Bir kamusal mekanda yayimlanan Sinoms, zamani anin
icine katarken, insani mekana dahil ederken sehrin dokusundaki sesi yonetiyor. S6z konusu
olan sanatc¢inin konusulan diller, sesler ve kelimeler konusundaki tutkusuna taniklik eden
yapitlardan biridir.

Bu kat edisin sonunda ve SNOW'un yapiti onlinde soyle soyleyebiliriz: her sergi sadece
bir numune, bir sekansin baglanma girisimi, tamamlanmamis bir montaj ve hatta sonu
getirilmemis bir imajdir. SNOW’'un her sergisi bizi, araclar arasinda bizi mevcut kilan ve
imajin deneyimi ile yasanilan sembolik ve hayali bir diinyanin zorunlu olarak kacis icinde olan
yanina dokunan ve onu hedef alan hislere ve duyumlara dikkat etmeye cagiran farkli tirlerin,
yontemlerin, aygitlarin ve hareket edislerin oldugu son derece genis bir uzami arsinlamaya
cagiriyor. Yapitile iliskiye gecmek imajin dogasiile ilgilenmek icin ve bizim i¢in, MICHAEL SNOW
orneginden itibaren motifi katlamaya ya da acmaya, mekani genisletmeye ya da sikistirmaya,
hizi arttirmaya ya da yavaslatmaya calismak icin, nadir firsatlardan biri haline geliyor. Tipki
sanatcinin 1974'te gerceklestirdigi, Observer adli interaktif enstalasyonunun taniklik ettigi gibi,
yapita sirayet etmek icin oncelikle onun icinde yer almak gerekmektedir. Tipki bir plana ya da
haritaya yerlestirilen ve “Bulundugunuz yer” diyen her X isareti gibi. Fresnoy'nin zemininde
MICHAEL SNOW’un dngordigi sekliyle sizi kaydeden bir kameranin karsisinda sadece fiziksel
olarak mevcut degil ama ayni zamanda birka¢ adim oOtede Ustten gorilen kendi imajinizin
duvara yansitildigi bir sekilde de oradasinizdir. Sikistirilmis, yassilastirilmis. imaj haline gelen
bu taniksiniz. MICHAEL SNOW'un yapitinda imaj her daim nefes alir diyebilecek olan taniksiniz.
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MICHAEL SNOW:
ON THE SEEN

LOUISE DERY

It is difficult to know how to write about the work of MICHAEL SNOW, how to put such an
abundant, varied and imposing corpus on display so that it speaks to us - a corpus that for
several decades has been developing around strategies aimed at either fixing the image or
setting it in motion, enclosing it in time or opening it to multiple temporalities, keeping it silent
or tying it to sounds. What inclines this work to knot or untie, fold or unfurl, broaden or restrain
the form in the image, the sound in the sentence, the instant in time? It is difficult to single
out a segment of this practice to reconstitute, relocate, reposition on the changing scene of
experimental cinema and visual art. It is difficult to situate oneself as an observer at the place
where SNOW's works and writings intersect, where image, text, acoustics and rhythm fall into
sync. And it is difficult to give an account of all this in the necessary but imperfect tool that is
the exhibition catalogue.

Let me begin by reasserting that the long-established multi-disciplinary artist MICHAEL SNOW
remains one of the most inspiring figures in art world in recent decades. His prolific, protean
practice reinvents itself through the ceaselessly replayed exploration of a large range of visual
and auditory phenomena, and grows through the mutations that the past fifty years” uninterrupted
succession of technological advances has made possible. His practice is in perfect resonance with
the latest issues of research and dissemination in media art while being an integral part of their
genesis and development, as is revealed by the astonishingly current nature of several works
included here, some - for example Diagonale (1982) and Sinoms (1989) - seldom exhibited before.

The body of work created from the 1960s until just recently poses a challenge to assessing
SNOW's output, providing an account of the experimental nature of this pioneer of media art’s
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approach and highlighting recurrent features, such as the motif of the window as a frame, the
interplay of interior/exterior and recto/verso, the metamorphosis, stretching or contraction of
the image and sound, the representation of the technical referent (photographic, cinematic or
audio), the relationship between object and image, and reflection on time and space. Among
the thirty photographs, video and audio installations and films selected for this exhibition and
the projections accompanying it are several major works: Wavelength (1966-1967), Sink (1970],
W in the D (1970), Still Living (9 x 4 Acts, Scene 1)(1982]), The Last LP (1978), In Medias Res
(1998), That/Cela/Dat (2000), Solar Breath (Northern Caryatids) (2002), Powers of Two (2003),
SSHTOORRTY (2005), The Corner of Braque and Picasso Streets (2009) and Piano Sculpture
(2009). They illustrate the variety of means by which the artist produces his images and aural
offerings, whether they are printed, projected, animated, recorded or broadcast, whether they
are interactive or subject to chance. If these works have a strong conceptual, contemplative,
narrative or process dimension, the ironic, playful character of some of them reveals the amused
look MICHAEL SNOW casts upon the state of the world, for the collision of words, images and
sounds - how they get hung up, so to speak - is one of the artist’s favourite mechanisms for
structuring their relationship. One may then put forth that this recurrence of motifs and these
compositional procedures constitute what | call the artist’s faktura,' a special alliance established
between gaze and vision, manner and matter, oeuvre and manoeuvre.

The artist played an active part in the works’ selection, over which a predilection for diversity
prevailed. The variety of mediums, motifs and modes of revealing the image and sound - again,
this faktura - has been fundamental to SNOW's approach since the beginning. “| am not a
professional,”” SNOW said back in 1967. "My paintings are done by a filmmaker, sculpture by
a musician, films by a painter, music by a filmmaker, paintings by a sculptor, sculpture by a
filmmaker, films by a musician, music by a sculptor... sometimes they all work together. Also
many of my paintings have been done by a painter, sculpture by a sculptor, films by a filmmaker,
music by amusician. Thereisatendencytowards purityin allthese media as separate endeavours.
Painting as fixity, the static image. Sculpture’s objectness. Light and Time.”In regard to SNOW,
we may undoubtedly speak of an intention to orchestrate mediums with specific features and an
exercise in variation on themes inscribed in the continuous movement of his overall approach.

1. The term, which appeared in Constructivist discourse around 1916 (see in particular Nikolai Tarabukin, A Study of
the Theory of Painting, 1923), refers to pictorial components like texture. | use it here in reference to Michael Snow’s
“faire-image.”

2. The Collected Writings of Michael Snow: The Michael Snow Project (Waterloo, Ontario: Wilfrid Laurier University
Press, 1994), p. 26; originally published in 18 Canadian Artists [Regina: Mackenzie Art Gallery, 1967), unpaginated.

3. Ibid.

And although, in order to adhere more closely to the field of media art favoured by Le Fresnoy,

the works chosen exclude drawings, paintings and sculptures, this does not mean that line as a

mode of conduction for thought (Line Drawing with Synapse), the pictorality of the image (Sink

and SSHTOORRTY) and the spatialization of form (The Corner of Braque and Picasso Streets and
Serve, Deserve) are absent.

The exhibition’s video, photographic and audio works have been brought together in the conviction
that they make it possible to examine a rich segment of SNOW's work. Moreover, the artist has
agreed to have the installation plans and notes for several works reproduced in the catalogue,
documents of inestimable value from his personal archives. Here is material to infinitely please
an exhibition curator who is also an art historian and relies on the facts of a work in its state of
being exhibited to establish its full inscription in history, facts that every effort must be made
to consider and preserve. In this regard, the artist’s participation in all decisions surrounding the
exhibition layout is revealing not only in his concerns about each individual work, but also for the
“conversation” they engage in with each other when presented in a particular arrangement. Finally,
as writing is a basic activity of SNOW's practice, we asked him for short texts on each exhibited work,
knowing how fascinating a light SNOW's words shed on the concepts developed in his work.

The exhibition opens with That/Cela/Dat, a video installation created in 2000 for Thierry de
Duve’s exhibition Look at the Palais des Beaux-Arts in Brussels. The choice of this work as a
gateway is not insignificant. It enjoins the viewer to take a stand, to experience the relationship
between seeing and reading, to take note of what the artist is telling us. It is in fact a film to read,
a silent film in three simultaneous fifteen-minute parts consisting of a wall projection between
two monitors. That/Cela/Dat plays on the morphology, meaning and displacement of words seen
as images. Based on a text written by the artist, it creates an effect of circularity between the
English, French and Dutch languages as they proceed from the screen on the left to the wall
projection in the centre to the screen on the right. Here SNOW dissects the relationship between
text and image, between the words of one language and another, between the form and number
of letters in each word, between the spatiality of the work and the rectangle of the screen.
Everything is meticulously synchronized. The work tells us what it is: THAT. As a successor to So Is
This, a 16 mm film from 1982, it refers us to THIS, but later — nearly twenty years later - making this
THAT. Itis a conceptual exercise recalling Magritte, an ensemble of combinatory strategies producing
an idiosyncratic rhythm, a performance of visual enunciation, a direct accosting of the viewer. It awaits
us, presents itself to us straightaway, inspects us, introduces us to THAT - the exhibition itself, Solo
Snow, another play on words between English and French, soloist and solo show, SOLO and SNOW.
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Solo Snow is laid out in a tree structure, its components unfolding to either side of a central axis.
Date and medium are disregarded in preference to an experience of the image, space and sound.
In some of the projects selected, the subject is nature, especially the phenomenological and
artistic dimension of wind and light. This is the case with Solar Breath (Northern Caryatids), a
video installation from 2002 whose title refers to hyperborean space and northness and poetically
shows the transformative power of the wind and light by associating them with time and energy.
It is the very expression of metamorphosis in that the wind rushing through the mesh screen
in an open window compresses or billows a cloth curtain, continuously changing its shape and
folds as the colour of light changes with the sunset. It is an apparently simple but infinitely clever
setup that acts as an acoustic and visual instrument: it is a painting with varying colours seeking
to open itself onto the world, its image never fixed or totally revealed; it is a projection screen lit
from the back by the changing light of the sun that “adheres” to it, to use Barthes’s expression,
introducing not only a relationship between interior and exterior but also between recto and
verso; it is a surface on which to inscribe the movement of the fabric being agitated and creased
by the random blowing of the wind; it is an acoustical interface that connects to a double audio
presence - the more or less emphatic flapping of the curtain against the screen and the more
discrete domestic sounds and voices from inside the building; finally, it is a meditation on the
passage of light and thus a meditation on time.

The phenomenon of the wind blowing through the open window, which the artist has observed
on only a few occasions in this Atlantic region, was recorded with a fixed camera set up inside
his summer home in Newfoundland. The duration of the film, just over an hour, corresponds
exactly to that of the phenomenon. No subsequent manipulation was carried out. A corner of
the curtain lifts to reveal a solar battery outside, which allows us to suppose that it is the sun’s
energy that enables the video camera to function and defines the work’s autarchic character.
The sound-permeable mesh screen and the cotton cloth whose porosity allows the light to pass
through make possible the effects of folding back and flattening out of the image that have
frequently recurred in the SNOW’'s work since the famous series “Walking Woman,” simple cut-
outs of female silhouettes appearing like spectral images. But the flattening and flapping of the
cloth in Solar Breath (Northern Caryatids), suspended, in suspension, in suspense, underlie an
almost dramatic action in the image, creating an expectation, producing an alternation between
pause and motion, between breathing in and breathing out.

Condensation. A Cove Story, from 2009, bears comparison with Solar Breath (Northern
Caryatids), even though it has no soundtrack and the visual phenomenon filmed is compressed

and accelerated into about ten minutes. What they have in common derives from the fact that
the frame remains stationary for the duration of the work. “The frame is eyelids.”* This is how
MICHAEL SNOW put it in describing La région centrale in 1971, adding, “It can seem sad that in
order to exist a form must have bounds, limits, set and setting. The rectangle’s content can be
precisely that.”> In Condensation. A Cove Story, hundreds of views parade before the camera,
showing the atmospheric variations of the landscape, a sort of visual pulsation, a sparkling
image, an evocation of Pointillism. In Condensation. A Cove Story, hundreds of views parade
before the camera, showing the atmospheric variations of the landscape, a sort of visual
pulsation, a sparkling image, an evocation of Pointillism. The work evinces great pictorial
sensibility; it recalls SNOW's intention, when filming La Région centrale, of exploiting the
camera’s expressive qualities, of making “a gigantic landscape film equal in terms of film to the
great landscape paintings of Cézanne, Poussin, Corot, Manet, Matisse and in Canada the Group
of Seven.”* SNOW's films truly are the work of a painter! And just as the history of painting since
Lascaux unfolds in a long travelling shot, SNOW's landscape films and videos over the past fifty
years are episodes of a pictorial fresco of the Canadian territory.

Sink moves away from landscape but remains nonetheless within a pictorial register. An
installation from 1970, it consists of a colour photograph accompanied by the projection of a
succession of eighty 35 mm slides on the same scale as the photograph showing the cluttered,
paint-splattered sink in the artist’'s New York studio. The slide projector sits exposed on a white
stand in the space. There are two elements to be considered immediately. First, the artist is
adept at many art mediums and this work is a perfect example of the intersection between
photography, projection and installation (an audio reference might also be entertained, as the
title suggests a semantic shift between the homophones “sink” and “sync”). Second, for any
artist, the studio is a place of experimentation. SNOW knows this and represents the sink as
an accessory emblematic of a segment of his practice - painting - and, one might suggest, a
residual memory of all previously created works. However, it is a trompe Uoeil, for the artist has lit
his subject with lamps placed on either side and photographed it with different coloured filters in
front of the lamps for each shot to re-create a kind of palette or colour chart. Colour and material

4. The Collected Writings of Michael Snow: The Michael Snow Project, p. 60; originally published in “Converging on La
Région Centrale: Michael Snow in Conversation with Charlotte Townsend,” Arts Canada, vol. 28, no. 1 (February-March
1971), p. 153.

5. Ibid.

6. The Collected Writings of Michael Snow: The Michael Snow Project, p. 53; originally from “La Région centrale,” a text
written in 1969 and first published by the National Gallery of Canada, Ottawa, in 1972 for the exhibition About 30 Works
by Michael Snow at the Center for Inter-American Relations, New York.
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thus pass to the conceptual state, for this still life is only light, the light of the photograph, of

course, but also of the projections, the two merging before viewers’ eyes. Viewers must make

their own assessment of the originally three-dimensional object: between the flat and almost

anamorphic representation of the sink in the photograph, which is mounted on a thick support

with rounded edges like the frame of a slide, and the immaterial evocation produced by the eighty
projected images with modulated colours.

Still Living (9 x 4 Acts, Scene 1), a 1982 series of Polaroid photos gathered into a portfolio of nine
pages with four miniature photos each plus a title page, shows SNOW's interest in still life. The
work is like a visual directory, with its found elements grouped by fours and forming a phrase in
images that are hints to be deciphered. As in traditional painted still life, the objects are selected
and arranged according to a formal and symbolic typology, and placed in a space formed by a
horizontal and a vertical plane. The fact that SNOW uses an instant camera (the Polaroid camera
popular largely during the 1970s and 1980s] reveals his intention to give renewed currency to
this classic genre by keeping it “live.” However he diverts one of its central notions, that of
time and thus duration, which is intrinsic to the still life and essential to the meticulousness its
execution requires. The idea of process and time is restated in Serve, Deserve (2009), another
still life just as permeated with humour, but this time it is a video that shows the course of a
painting/dinner that begins over and over again.

SNOW's video installations always have the effect of associating the image with the object in
a perfectly structured presentation space. The format of the image - for instance the table in
Serve, Deserve, the placement of the bases piled up in front of the projected Corner of Braque
and Picasso Streets (2009) to make a cubist video, and the loudspeakers in Piano Sculpture
(2009) - enables strategies specific to each of the works, giving them a tangible energy as
objects to be looked at through an engagement of the entire body. The same is true of the
monumental photographic installations, like Powers of Two (2003) and In Medias Res (1998),
both requiring the viewer to move about and both going against the usual pattern of reading
two-dimensional works flush against wall. Viewers are particularly challenged by the thinness
of Powers of Two, a photograph on suspended transparencies that represents the amorous
frolicking of a couple in a bedroom. Forced to move to the other side of the image to grasp its
unusual nature, viewers are pursued on their way by the gaze of a woman photographed in a
complex setting, life size. In the same way, In Medias Res, which represents an Oriental rug in
its exact dimensions and is presented on the floor, cannot be viewed from the same angle the
image was created from, that is from high up, above the parakeet that looks down on the scene

set for the occasion. Paris de Jugement Le or State of the Arts (2003] is typical of the pleasure
MICHAEL SNOW takes in revisiting the great themes in the history of painting and, as here,
mythology. Pitting painting against photography and taking the role of the viewer as his centre
of interest, he layers superimposed motifs between a landscape painted by Cézanne, in front of
which the French painter placed bathers, in front of which SNOW has set his three nude Graces,
in front of which the viewer is looking at the photograph SNOW made of these accumulated
planes. It is an exercise in mise en abyme, and SNOW takes delight in showing the back of the
motif or, if you will, the back of the image and, as he confides, in view of the work’s being hung
at the end of Solo Snow, the backside of the exhibition!

SSHTOORRTY, filmed in 35 mm in 2005, is the only work in the exhibition that retains the specific
nature of cinema. It can be viewed as a film, with its brief narrative situation and allusion to the
short subject (the title is an imbrication of “short” and “story”). Here, the artist’s coup consists
of overlaying one half of the film onto the other to shorten it all the more. This was not his first
experiment in cutting a film into parts that he then superimposed. Two years earlier, he had
ironically reused his cult film Wavelength (1966-1967), transferring it to video and cutting it into
three equal superimposed segments. Entitled WVLNT or Wavelength For Those Who Don’t Have
The Time. Originally 45 Minutes, Now 15! (2003), the new work is made of images that are not
compressed but actually condensed, to be more compact, to be seen faster, as required by the
accelerated pace of modern life.

MICHAEL SNOW is also an audio artist and a remarkable musician, so naturally, Solo Snow
features examples of his production in that realm. The artist’'s musical versatility and powers
of sonic invention have developed in close parallel with his film and visual art practice. A blues
and jazz pianist, a brilliant improviser and prolific composer, a member of the Artists’ Jazz
Band, then of the Canadian Creative Music Collective (CCMC), with which he has made many
recordings, MICHAEL SNOW is a devotee of experimental music produced in spontaneous free
improvisation. For the exhibition at Le Fresnoy, the choice of works deals with SNOW's various
approaches to audio and musical work, notably the recording of a solo concert given in Bruges
in 2005 at the invitation of Erik Bullot; excerpts of musical improvisation performed with the
CCMC in 2002; and a rarely displayed environmental installation, Diagonale (1982), composed of
sixteen loudspeakers placed on the floor in two rows, each emitting the rising and falling pitch
of a frequency modulated sine wave, which visitors experience as they move through the space.

121 I MICHAEL SNOW



MICHAEL SNOWIZZI

Three other works in the exhibition attest to SNOW's audio explorations. The first is a piece
from the record MICHAEL SNOW. Musics for Piano, Whistling, Microphone and Tape Recorder
(producedin 1975 and released by Chatham Square, New York): W in the D, from 1970. The artist
created this work by recording himself whistling and breathing into a hand-held microphone
for twenty-three minutes. The recorded whistling, consisting of either pitches or just air, was
not altered in any way and lasts exactly as long as the performance. Thus, for SNOW it is a
documentary in real time. He has written that he is a pianist, trumpet player and self-taught
typist and that whistling comes to him naturally. In W in the D, the performance is structured
by inhaling, and the length of each whistled segment, or phrase, is the result of the amount
of air breathed in. Likewise, there is an effect of coming and going (like zooming in and out
on a cinematic image) between the deep inhaling and the air blown into the microphone. In
listening, we notice the variations of effect SNOW creates to construct this sonic fresco -
sonic, yet curiously possessed of a strong visual potential. To be watched in the dark, the artist
suggests, hence the title, which is short for “whistling in the dark.” W in the D arose from
a use of breathing that, just like the wind in Solar Breath, includes a real phenomenological
dimension and constitutes both the work’s material and subject matter.

The Last LP. Unique Last Recordings of The Music of Ancient Cultures, MICHAEL SNOW's last
vinyl album, produced in 1987 by Art Metropole and reissued in 1994 as a CD, refers to the
imminentdisappearance of the thirty-three rpm long playing record. Asortof ethnomusicological
fiction, the work, which includes the album, jacket and texts as equal creative components,
considers the connection between the effects of recording technology and the last vestiges of
pre-industrial culture in isolated places around the world. Great inventiveness characterizes
the compositions on this disc, whose titles and performers’ names are in themselves adventures
in exoticism: Wu Ting Dee Lin Chao Cheu (The Announcing of The Arrival of Emperor Wu Ting,
performed by the Orchestra of The National Music Insitute, Seoul, Korea); Mbowunsa Mpahiya,
performed by the Kpam Kpam Tribe, Angola, West Africa; Quuiasukpuq Quai Gami (He Is Happy
Because He Came, performed by Ani’ksa'tuk, Tornarssuk Tribe, Siberia; and a Speech in Klogen,
performed by Okash, northern Finland. In the opinion of Raymond Gervais, who has taken a great
interest in SNOW'’s audio work,” each piece on the disc is a little sound film in which the artist
achieves a truth that is “truer than true” and thereby initiates a reflection on the true and false in
art. SNOW divulges the fictitiousness of this invented ethnographic memory of traditional music
by illustrating, on the jacket, a photo of him microphone in hand, in the process of recording but
identified as a Dr. Misha Cemep!

7. See Raymond Gervais, “Les disques de Michael Snow. Partition 1 Music Snow,” in Music/Sound 1948-1993: The

Michael Snow Project (Toronto: Art Gallery of Ontario, The Power Plant and Alfred A. Knopf), pp. 172-173; for the English
translation, see “The Recorded Music of Michael Snow,” p. 300.

Unlike The Last LP, MICHAEL SNOW turns to true historical material for the medium and
subject of Sinoms. Sinoms was commissioned for a group exhibition that | curated in Quebec
City in 1989.% I invited MICHAEL SNOW to create a soundscape of Quebec City to be recorded and
included with the catalogue, and also to be broadcast in the area around City Hall the day of the
opening. At Le Fresnoy, the installation of Sinoms out of doors, near the entrance, in the setting
of the grand staircase on the facade and not far from the street, complies with this initial concept.

It was SNOW's first CD, made soon after The Last LP. As an aural territory, it provides a
historical fresco of Quebec City, based on an unusual score: the names of the city’s thirty-four
consecutive mayors, taken up in varied and repeated sequences, from the first, Elzéar Bédard,
elected in 1833, to the mayor in office in 1989, at the time the work was created. Twenty-two
different voices pronounce the names like notes with distinct aural properties due to the voices’
accent, timbre, intonation, female or male register, pronunciation, hesitations and misreadings.
The arrangement of sounds, their permutation, superimposition and even muddling, offers an
astonishing diversity of effects and rhythms. In this composition, MICHAEL SNOW considers
the symbolism and memorial aspect of the office of mayor: according to him, mayors have
the power to change the face of a city. The audio presence conferred upon them by the artist’s
project evokes their passage through the landscape of Quebec and contributes to shaping the
collective identity and the identity of a place. Broadcast in a public space, Sinoms breathes time
into the instant, inscribes something human in space, orchestrates sound in the urban fabric. It
is another of the works that attest to the artist’s passion for words, voices and spoken language.

At the close of this circuit, we must realize that any exhibition the work of SNOW can only
be a sampling, an attempt to round out a sequence, an incomplete montage, an unfinished
picture. Every SNOW exhibition sets us before a vast territory to survey, where the various
genres, procedures, arrangements and displacements between mediums put us within reach
and earshot of sensations and meanings that target and affect a necessarily fleeting part of an
imaginary and symbolic world transmitted through the experience of the image. Contact with
the work becomes a rare occasion to turn our interest to the nature of the image and, following
SNOW’s example, attempt in turn to fold and unfold its motifs, open or compress its space,
accelerate or slow its speed. Like the witness evoked by Observer, an interactive installation
created in 1974, before entering the work, we must first situate ourselves. “You are here,” as

8. In the exhibition Territoires d'artistes. Paysages verticaux, Musée du Québec, 1989, which included works by Giuseppe
Penone, Daniel Buren, Dominique Blain, Shigeo Toya, Melvin Charney and Robert Stackhouse, among others.
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the X on a floor plan suggests. Standing on the one provided on the floor at Le

Fresnoy, below a camera that captures you, you are not only present there, physically there, but

represented a few feet away, in a wall projection that pictures you from above. Compressed,

flattened. You are the witness made image, the one who can say that the image, in
breathes, always.
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IZLEYICININ BAKISINDAKI
ILLUZYONIST TEKRARLAR

ALl AKAY

MICHAEL SNOW, ‘zaman’ fikri lizerine odaklanan ve zamandan bir illizyon sanati ortaya
cikararak calisan bir sanatc¢l. Eserlerinde cesitli ¢cogul zamansalliklari yan yana getiren
SNOW’un sorunsali, Bergsoncu bir kavrami kullanirsak, siire Gzerine odaklanmakta. Zamandaki
yasanmis deneysellik icinde slire, geri donilemez, kendiliginden, tekrar edilemeyen, bastan
belirlenemeyen, yaratici bir sirectir. Ama MICHAEL SNOW tekrarlari ve zamansal yan
yanaliklari kullanarak slreyi sireksizlestirir. Yani, Bergsoncu felsefenin deyisiyle bu sire
“yaratici bir tekamuldir” (elan vital). Mekan burada zaman degildir; ama bir acidan bakildiginda
da mekanin i¢inde zaman gecmektedir. Siire bu bakimdan her seyin degisikliginden ve aynilarin
farklilasmasindan ayri tutulamaz. Gosterilen imajlarda siirenin, iradenin icinde nasil degistigini
gostermek onemli durmaktadir. Fark ve benzerliklerin sireklilik icinde bir ikilik yarattigini ve
zamanin derece farklarinin da sireklilik icinde ortaya ¢iktigini soyleyebiliriz. Her derecenin
farklilasmasinin anlarin birbirlerinden ayrilmasiyla ilgili olarak gelistigini ise yine videolarin
zamana ait akiskanliginin sirekliliginde bulmak mimkin olacaktir. Gegmis, gelecek ve simdiki
zamanin birbirleriyle ayrilirken kesismesiyle mimkin olmaktadir. Ancak niyetin ne oldugu
ortaya konuldugunda, zaman ve mekan kavramlari meydana cikmaktadir. Niyetlilik zamanin
mekandaki yayilmasi icinde birlesmekte ve ayni zamanda da farklilasmaktadir. Gosterilen
imajlardaki yeginlik (intensite) ve bunun temsiliyeti imajlar arasindaki farklari olusturmaktadir.
Imajlarin sayisi (ayniliklar) ve sayilar arasindaki benzerlikler iizerine kurulu farklilasmalar,
ayni imajlarin sire icindeki hizi veya yavasligi sayesinde, imajlar arasinda iliskiler olusturmaya
baslayacakve gorunurlik kazanacaktir. Farkliliklardegisimicinde birbirlerinden ayrilacaklardir.
Ve iki tip degisim mevcuttur. Bunlardan biri mekanik bir degisikliktir ve burada dis bir nedenden
dolayr degisim meydana gelir. Bir malzemenin baska bir malzemeye mudahalesiyle gelisen bir
degisimdir bu ilk degisim. Burada degisim mekaniktir ve ge¢cmisi tekrar eden bir simdiki zaman

IZ7ITH[H¢LEL‘;




MICHAEL SNOWIZ8I

olusmaktadir. Sire ise bambaska bir degisimi ortaya koymaktadir. Yasamin siirecine bagli olan
bir degisimdir ki bu yaslanma veya biiyime gibi insan hayatina ait unsurlari icerir. Ge¢misin
birikiminin simdiki zamanda yol actigi bir degisimdir bu ikincisi. Bu fizyolojik ve psikolojik bir
degisimdir. Bu ikincisi bir nedene bagli olmaktan ¢cok yasama aittir; herkese ait ve kolektiftir.
Bergson'a gére, gercek degisim veya “salt degisim” buna denir. i¢c dinamiktir bu sefer etkili
olan ve duygulanimlari etkileyen. Birincisini zeka disaridan algilarken ikincisini sezgi iceriden
algilamaktadir. O halde, hayattaki degisim sirede ve sezgi algilamasiyla gerceklesmektedir.
SNOW'un Piano Sculpture adli eserinde bu siireci gormekteyiz. Zekamizla degil sezgimizle, bizim
algilayabilecegimiz bir eser gostermektedir SNOW. Gordiigimuz piyano ile sezgimiz sayesinde
miizigi algilamaya baslariz. MICHAEL SNOW'un sergide kulakliklarla dinlenecek olan eserleri
ayni durumdadir. iceriden algilanacak, gozler kapaliyken isitilecek eserlerdir. Dinamik bir
hayal giictine ihtiya¢ duyulmaktadir bu vaziyette. Sezgi bizi harekete gecirmektedir. Bu sayede
gormekte oldugumuz nesneden daha baska bir vizyona gireriz. Minik bir fark, neredeyse fark
edilemeyecek derecede kiiciik bir fark olusur.

SNOW’un sergisinde bircok soruyu yan yana sorabiliriz: Bir imge nasil ayni kalarak farklilasir?
Nasil bir anamorfoza ugratilir? Sanat tarihiyle nasil ironik bir hesaplasma gerceklestirilir?
Zaman kavrami etrafinda donerek mizik ve plastik sanatlar nasil Ust Uste c¢akisir; tipki onun
video imajlarindaki gibi nasil siperpoze olur? Buanlamda, tekrarlar vardir, ama tekrarlar tekrar
eden imajlarin icindeki dizenlemeyi degistirmez, fakat seyredenin bakisindaki ruhu degistirir.
“Tekrar eden bir imajda ne degisik olabilir?” sorusunu sordugumuzda her seferindeki sunumun
kendisinin ayri oldugunu soyleyebilecegiz. Burada bakmakta olan izleyicinin gozinun oniindeki
bir imaj, izleyici kafasini baska bir ayni imaja cevirdiginde kaybolacaktir ve ikinci ayni imaj
bu sefer yeniden olusacaktir. Bakanin degisimi tekrarlarda bu sekilde gerceklesir. Bakanin
zihnindeki seyretmede degisiklik s6z konusu olur. Zihinde yeni bir sey tekrar sirasinda belirir.
David Hume buna mens momentanea adini vermistir. Biri bas gdsterdiginde, ikincisinin ortaya
citkmasina kadar bakis hala birincidedir, ama bir imaj kaybolunca, bakanin géziiniin 6niine diger
imaj gelecektir. Hume ayniolanlarin tekrarindaki farkliligin hayal giiclinde bir degisim sayesinde
oldugunu ileri siirmistiir. Bu, bir kontraksiyon giiciidiir. iki imajin birbirlerini tutmasinin
guclyle ikisi ayni anda algilanmaya baslar. Zamanlari ayni olmasa bile zamanin gidisatinda iki
imaj ayni anda kontraksiyon ile tutulur ve gortintirlik kazanir. Bu bir bellek meselesi degildir.
Burada, Ortagag'daki veya Paul Klee icin ileri siirlilen bellek sanati (art de la memoire) degildir
s0z konusu olan; bu tip bir sanatta konusan kisi zihniyle bir harekette bulunarak, ayni cimledeki
veya ayni yerdeki soyleminin bir parcasini olusturan figirlerin sembollerini aklinda tutar. Yer
veya cumleyi degistirirken bir evvelkini aklinda tutar. Yapay bir bellek olarak adlandirilan,

l. ylizyilda Herennius'a ait eski Greklerden gelen retorik calismasinda ayri ayri glizergahtakileri
akilda tutarken bir dizene sokma eylemi kendisini ortaya ¢ikarmak zorundadir. Hangisinden
baslanacagi ise oldukca 6znel bir tutum olarak durmaktadir. Yonu ve sirasi 6zneldir sadece.
Mekana ait olarak anlatilan, ¢linki bir ylizeyde veya bir uzamda siralanan imajlara ve dolayisiyla
“bellek sanatina” karsin, 15. ylizyildan itibaren retorik, bellek sanatinin yerini almaya baslamisti.
Her ne kadar, eski zamanlarda, pentiir sessiz bir siir olarak algilanmis olsa bile (Ut pictura
poesis) burada bizim zaman olarak baktigimiz imajlarda pentir veya video tam anlamiyla
konusmaktan cok gorunirlesmektedir. Kontraksiyon anlik veya bellek ile ilgili bir islem degil,
tersine, zaman sentezi Gizerine kurulmaktadir. MICHAEL SNOW, bellek sanati degil, bir “zaman
senteziyle” ilgili video ¢alismalari yapmaktadir. Anlarin arka arkaya gelmesi zamani kurmaktan
¢cok cozer. Anlarin tekrari sirasinda zaman bir senteze dogru girer. Ve bu sentez sayesinde
kontraksiyon islemi zamani sikistirir. Ve de canli bir simdiki zamani kurar, icinde ge¢misi
ve gelecegi tasiyan bir simdiki zamandir s6z konusu olan. Ge¢mis zaman ve simdiki zaman
gelecege acilmis bir sekilde stiperpoze olmaktadir.

MICHAEL SNOW bazen slperpoze imajlari kullandiginda o zaman bakis bir karisima
ugramakta ve de tekrar eden degil de baska bir sey tekrar edermiscesine bir hissi izleyicide
uyandirmaktadir. SSHTOORRTY bunun bir 6rnegi olabilir: “kisa” ve “hikdye” sozclklerinden yola
cikarak ortaya konulan bu kelime birbiri Gzerine binen imajlardan meydana gelmekte. 35 mm’lik
filmin montajinda sahneler birbirleri Gzerine binmislerdir. Ayni film iki ayri mekandaymis gibi
goziikmektedir. Izleyici “miimkiin diinyalar” gibi bir durumla karsi karsiya kalir ve sinema
sanatinin Vertov'dan beri en ilgin¢ buluslarindan biri olan montaj sayesinde film SNOW'un bize
sundugu hale getirilir. Burada seffaflik hikayeyi ikiye bélerek kisaltmaktadir. Once ve sonra
birbiri icine girer; gecmis zaman ve gelecek zaman i¢ ice bir simdiki zamanda Ust Uste ¢akisir.
Burada, sadece zamanlar degil ayni sekilde renkler ve hareketler de birbirlerine karisir. Bir
resim sahnesinin canlandirildigr imajlarda, belli ki, resim Uzerine bir tartisma s6z konusudur.
Ve kafasina suyu yiyen kisi tabloyu digerinin kafasindan gecirir. Burada SNOW’un mizah dolu
imajlarini gormekteyiz, neredeyse Hollywood komedi filmlerindeki pasta firlatma sahnelerinden
birisindeki gibi bir durumu izlemekteyiz. Soyut renkli cizgilerden olusan tablo iri yari sisman
adamin kafasindan ge¢cmistir ve delinmistir; ama ayni zamanda elinde tabloyla diger kisi disariya
cikar gibidir. Zamanlar karismistir.

Yine ayni sekilde zamanlarin i¢ ice gectigi bir baska eser olan Serve/Deserve (2009) adl
video enstalasyonunda, masanin Uzerindeki yemeklerin yenildigini ve yeniden konuldugunu
izlemekteyiz. Bir ylizeydeki pentiriin oklidci geometride ¢ boyutlu gibi duran yanilsamasinda
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oldugu gibi, MICHAEL SNOW ayni tip bir illizyonu bir satihta, ylzeyde vermekte. Picasso

ve Braque'in kibizmine yaptigi gonderme de yine ayni tip bir illlizyon yaratmasinda gizlidir.

Duvardaki ti¢ boyutluluk sanki imaji i¢ boyutlu ve geometrik yaparmiscasina izleyicinin bakisina

sunulmaktadir. Yazmis oldugumuz gibi, her video eserde bir illiizyonist gibi calisan sanatci

izleyiciyi sirekli bir sekilde etkisi altina almaktadir. Bu anlamda da tekrarlar ancak izleyicinin
bakisindaki tekrarlardir.

Piano Sculpture adli eserde 4 ekranda piyano calan ellerin ucundaki parmaklarin tuslara
dokunmakla dokunmamak arasindaki belirsizligi bize farklari siire icinde vermektedir. Her
biri ayni durmasina ragmen her birisinin icindeki fark nereden gelmektedir? Seyler arasinda
olusan bu farklilasmalarin ayri yerlerdeki, ayri mekéanlardaki benzer seylerin yerlere gére
ayrilmalariyla iliskili olarak meydana gelmekte oldugunu ileri sirmek yanlis olmayacaktir. Her
bir benzer imajin sagda solda olmasi arasindaki farklar ayni zamanda izleyicinin bulundugu
perspektif icinde de farklilasmalari cogaltmaktadir. Bir yandan yerlestirmenin yeri, diger
yandan izleyicinin bulundugu yerden bakan bakis noktasi farklarin olusmasinda cografi ve
mekansal ayrimlari bize gostermektedir.

1950°li yillardan beri once resimle baslayan ve sonra da sinemaya dogru giderken heykel ve
muizik dallarini sanatina ekleyerek eserlerini yapan MICHAEL SNOW'un sinema ve mizik
ile olan iliskisi, donemindeki arkadaslari Thierry Kuntzel, Bill Viola ve Jonas Mekas gibi bazi
sanatcilarla yakinliklar tasimakta: Film teorisini sanatsal alanda gelistiren deneysel sinemanin
“duslintr-sanatcilar” bunlar. Cok yanli sanatsal ugrasisi ile MICHAEL SNOW ses ve imaj
arasindaki iliskinin heterojenligi ve gecisliligi Gizerine distinmektedir. SNOW'un calismalarinin
kesmek, uzatmak, degistirmek, farki belirsizlestirmek, formunu bozmak, cekistirmek ve
sekilsizlestirmekten olusmakta oldugunu soyleyebiliriz.

1967'de gerceklestirdigi Wavelength adli deneysel film, deneysel sinemanin Citizen Kane'i
olarak adlandirilmistir. Kamerayi kullanim tarzindaki zaman ve mekani algilamaya yonelik ilging
basari film elestirmenleri tarafindan ovgiyle anilmaktadir. 1950’lerde resimden gelip sinemaya
dogru yol alan ve giizergahinda heykel, mizik gibi diger sanat dallarini da edinen ve kullanan
sanatci figir ile tuvalin ylzeyini birbirlerine gecirmeye baslayarak belki de sinemada yapacag!
yeniliklerin sirekliligine baslamaktaydi. Gosterilen imaj ile ylizey arasindaki iliskiler kanimca
bu yillara kadar slregiden bir tavri ortaya koymaktadir. S6z konusu filmle “yapisal sinema”
adr altinda anilan calismasinda sanatcinin New York'taki atolyesinde uzun ve yavas bir zoom
ile iki pencere arasindaki mekanin gosterilmesi kirkbes dakikalik bir stirede gerceklesiyor.

Mekandaki fotograflarla birlikte mekan neredeyse tiim kadrajin icine giriyor ve bu sirada kiiciik
olaylar oluyor: Bir kadinin tavsiyesiyle adamlar bir etajeri yerlestiriyorlar; iki kadin kahve icip
radyoda mizik dinliyorlar (Strawberry Fields); burada, SNOW’un kullandigi jelatin sayesinde
odanin rengi kirmizilasiyor. Bir adam iceri giriyor ve yere yikiliyor. Genc bir kadin odaya giriyor
ve yere yigilmis adami goriyor vb. Bu ki¢iik olaylar zamana yayilmis bir sekilde bu siirede
gerceklesiyor. izleyici ise sezgisel bir sekilde olaylari algiliyor. Isik degisiyor, kameradaki jelatin
renkleri farklilastiriyor. Anlati sireksizlesiyor. Bu, biraz, bugiin bakildiginda son donemlere
kadar siiren bir tavir olarak bile okunabilir. Farkli pelikiller kultanan MICHAEL SNOW renkleri
de 1s1g1 da ayni olaylar sirasinda degistiriyor. Filmdeki ses ise daha agir bir sesten daha tiz bir
sese dogru gecerek ilerliyor.

Illiizyonist MICHAEL SNOW ender kalan sanatcilardan biri olarak insanligi diisiinmeye itmeye
devam ediyor; sesleriyle, mizigiyle, turnelerinde imajlarindakiironive akilla birlikte 1sik veriyor,
renk veriyor, ses veriyor. Bize buyuk bir sanatsal armagan sunuyor.
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ILLUSIONIST REPETITIONS
IN THE GAZE OF THE VIEWER

ALl AKAY

MICHAEL SNOW is an artist focusing on the notion of “time” and creating an art of illusion
through time. The problematic of SNOW, who gathers a multiplicity of temporalities in his
works, focuses on duration, to define it through a Bergsonian concept. Duration in the lived
experimentality of time is an irrevocable, self-determined, unrepeatable, indeterminable
creative process. But MICHAEL SNOW renders duration discontinuous through using repetitions
and temporal parallelisms. So, according to the Bergsonian philosophy this duration is a “life
force” (élan vital]. Here, space is not time; but from another viewpoint time passes in space.
In that way, duration could not be separated from the difference of everything and from the
alteration of the same. In the images presented, it seems important to illustrate the changing
of the duration within the will. It could be stated that difference and similarities cause a duality
in the continuity and that the differences in the levels of time emerge within the continuity.
And through the continuity of the temporal fluidity in the videos it would be possible to find
that the alteration of the levels are due to the separation of the instances. The past is possible
through the intersection of the future and the present at their point of divergence. The notions
of time and space surface after the declaration of an intention. The condition of being intent
becomes unified in the dispersion of time in space while at the same time changing to become
different. The intensity of the images presented and the representation of this intensity create
the differences between the images. The number of images (samenesses) and the differences
based on the similarities between the numbers would start to create relationships between the
images through the swiftness or slowness of the same images in the duration and therefore
become visible. The differences would begin to diverge through change. There are two types of
change. One of these is a mechanistic change, where change occurs due to an exterior cause.
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This first sort of change is a change produced by one material interfering with another material.
Here, the change is mechanistic, and there is a present time repeating the past. Duration,
however, presents an altogether different sort of change. This is a change related to the process
of life such that it includes elements connected to human life like aging and growing. This
second kind of change is one in which the build-up of the past causes a change in the present
time. This is a physiological and psychological change. This latter is a function belonging to life
rather than any other cause; it belongs to everyone and it is collective. Real change, or “pure
change” as Bergson argues, is this. It is inner dynamics that are effective this time, that affect
emotions. While the former is perceived from the exterior through intelligence, the latter is
perceived through intuition from the interior. Therefore, the change in life is realised in duration
and through intuitive perception. In SNOW’s work, piano sculpture, we see this process. SNOW
presents an artwork that we can be perceived through intuition, not intelligence. With a piano
that we see, we begin to perceive music through our intuition. The artworks that could be
listened from the headphones in the exhibition share the same condition. They are works that
could be perceived from the inside, which could be heard with eyes closed. In this instance, a
dynamic imagination is required. Intuition makes us act. With it we enter a vision different from
the object we are gazing at. A minute difference, an infinitesimal difference occurs.

We can ask a number of questions side by side at the exhibition of SNOW: How does an image
change while remaining the same? How could it be subjected to an anamorphosis? How could
an ironic settlement of accounts with history of art achieved? How could music and fine arts be
juxtaposed revolving around the concept of time; how could they be superposed, as is the case
in his video images? In that way, there is repetition, however, the repetitions don’t change the
constellation in the repeating images; it changes the spirit of the viewer’s gaze. When we ask
ourselves “what could be different in a repeating image?” The answer is going to be that every
presentation itself is different. Here, an image in front of the viewer would disappear when the
viewer turns his/her head in the direction of another same image, and the second image would
subsequentlyreappear. Thechangeintheviewerisrealisedassuchthroughrepetitions. Achange
of the gaze in the mind of the viewer is instigated. Something new emerges in the mind during
the repetition. David Hume was calling this occurrence mens momentanea. When one appears,
the gaze is attached to the first instance until the second instance appears, but when the image
disappears the otherimage willemerge in front of the viewer. Hume argued that the difference in
the repetition of the same images is due to a change inimagination. This is a force of contraction.
With the force of the two images matching both of them are perceived at the same time. Even
thoughtheirtimes are notthe same, both of the images are held through contraction and become

visible in the same instant through the passing of time. This is not a matter of memory. Here, it
is not an art of memory from the mediaeval times or that was suggested in relation to Paul Klee,
that is at stake; in an art of this kind the speaker makes a certain association in his mind, and
keeps in mind the symbols of the figures making up a part of his speech taking place in the same
sentence or place. He keeps the former in his mind while changing the place or the sentence.
Distinguished as an artificial memory, in a practice of rhetoric belonging to Herennius of the
ancient Greeks, dating from the 1st century, an ordering of points on different routes was
necessary. Where to start from seems to be relatively subjective. Only the direction and the
order are subjective. From the 15% century onwards rhetoric started to take over, instead of an
“art of memory” founded on space and an order of images on a plane or in space. Although, in
the olden times, painting was perceived as silent poetry (Ut pictura poesis) in the images that we
look as time, the painting or the video does not talk but rather becomes visible. Contraction is
not a process of the intellect or of memory; on the contrary, it is based on the synthesis of time.
MICHAEL SNOW makes videos that deal not with the art of memory, but with the “synthesis
of time”. A succession of instants does not actually construct time, it unwinds it. During the
repetition of instants, time moves towards a synthesis. And through this synthesis the function
of contraction compresses time. And the living being constructs the present time; a present
time that contains the past and the future. The past and the present time are superposed in a
way that is open to the future.

Sometimes when MICHAEL SNOW uses superposed images the gaze is mixed up and this gives
rise to a feeling in the viewer as if there is not a repetition but a repeating of something else.
SSHTOORRTY could provide an example of this: This word derived from the words “short” and
“story” is constructed by superimposed images. In the montage of the 35 mm film, scenes are
superimposed. The same film seems to be taking place in two different spaces. The viewer is
faced with a situation resembling “possible worlds”, and through montage, one of the most
striking inventions of the art of the moving image since Vertov, the film takes on the form that
SNOW presents. Here, transparency divides the story into two and shortens it. Before and after
merge; the past and the future appear superimposed in a present time. Here, not only the times
but also the colours and movements are mixed together. In the images depicting the scene of
a painting, it is apparent that there is a discussion on painting. And the person who had water
poured onto his head smashes the painting on the head of the other. Here, we see the humorous
images of SNOW; it is as if we are watching a scene of a pie fight in a Hollywood comedy. The
canvas consisting of abstract coloured lines is smashed on the head of the big and chubby man
and is pierced; however at the same time it seems that the other man is leaving the room with
the canvas in his hand. The times are mixed.
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In another video installation work Serve/Deserve (2009) where times are mingled in a similar
way, we see the food on the table being eaten and replaced once more. The illusion of three
dimensionality on the surface of the painting according to Euclidean geometry is re-enacted by
MICHAEL SNOW on a plane, a surface. His reference to the cubism of Picasso and Braque is again
hidden in his creation of a similar illusion. The three dimensionality on the wall is presented to
the viewer as if rendering the image three dimensional and geometrical. As we have stated, the
artist working like an illusionist in every video work keeps the viewer under his spell. In that
sense, the repetitions are only the repetitions in the gaze of the viewer.

The work called Piano Sculpture shown on 4 screens shows the ambiguity of the fingers of the
hands playing the piano vaguely touching or not touching the keys, presenting the differences
through a duration. Although they all seem to be the same what causes the difference in all of
them? It would not be wrong to argue that the differences between the things are caused due to
a divergence of similar things at different places, different spaces. The differences of the same
image being on the right or on the left also multiply the differences in the perspective of the
viewer. The position of the installation on the one hand and the point of view of the viewer on the
other, present the geographical and spatial distinctions in the creation of differences.

Starting with painting in 1950s and moving towards cinema while at the same time including
the disciplines of sculpture and music in his works, MICHAEL SNOW's relationship with cinema
and music has certain similarities with his fellow artists like Thierry Kuntzel, Bill Viola and
Jonas Mekas: These were the “intellectual-artists” of experimental cinema who developed film
theory in the field of art. In his multi-faceted artistic endeavour MICHAEL SNOW delves into the
heterogeneity and transitive nature of the relationship of sound and image. It could be said that
SNOW’s works consist of cutting, stretching, transforming, obscuring differences, distorting
the form, jolting and rendering figureless.

His 1967 experimental film Wavelength has been called the Citizen Kane of experimental cinema.
His success in his style of the use of camera for capturing a perception of time and space has
been highly appraised by film critics. Starting from painting in the 1950s and moving towards
cinema and acquiring and using other branches of art like sculpture and music along the way,
perhaps the artist attempting to merge the surface of the canvas and the figure was preparing
for the innovations he would be making in cinema. | believe that the relationships between the
image and the plane present an attitude that goes all the way back to those years. In the work
that is defined as “structural cinema” a long and slow zoom into the space between the two

windows of the artist’'s New York studio takes place in a period of forty-five minutes. The frame
contains nearly the whole space including the photographs in the space, and in the meantime
certain events take place: Some men install a set of shelves according to the instructions of a
lady; two women drink coffee and listen to music (Strawberry Fields); here, the colour of the
room turns reddish because of the gel that SNOW uses. A man comes in and collapses. A young
woman comes into the room and sees the man on the floor etc. These small events take place
throughout this period. The viewer perceives these events intuitively. The light changes, the
gels in the camera change the colours. The narrative becomes discontinuous. This could even
be read as an attitude that has persisted way into his final periods. Using different film stocks,
MICHAEL SNOW changes both the colours and the light during the same events. The sound of
the film moves from a lower tone towards a higher pitch.

[Llusionist MICHAEL SNOW continues to urge people to think as one of the few artists left doing

so; with his sounds, his music, he continues delivering light, delivering colour, delivering sound

alongside the irony and the wisdom through the images at his tours. He presents us with an
enormous artistic gift.
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Dort video projeksiyonu, DVD, renkli, her biri 14 dakikalik, devamli.
Vehbi Ko¢ Vakfi Cagdas Sanat Koleksiyonu izniyle.
Fotograf: Serkan Yildirim

|4o]

2009

Dort piyano solosunu, bir piyano kuarteti olusturarak yayimlamak amaciyla ayri
ayri kaydetmistim. Her bir bdliim goriiliir, isitilir ve birbirinden ayrilabilir.

Her solo dn-belirlenmis bir kelime dagarcigina istinaden varyasyonlar icermektedir.
Glissandi ve “birikmeler” gecmiste benim piyano icin yapitlarimi karakterize etmisler
ve burada ortaya ¢ikmislardir.

Burada son derece manuel bir “enerji” icra etmektedir. Yapit, bir anlamiyla, elle
yapilmistir. Eller, bir nesne olusturmak icin gerceklestirebilecegimiz jestlere

gonderme olmaktadir.

Michael Snow
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Masa, video projeksiyonu, DVD, renkli, sessiz, 13 dakika 30 saniye, devamli.
Fotograf: The Power Plant (Toronto)

2009

ihtimal dahilindeki diger basliklar: There you go or waiter!
Ya da where’s the bread?

S6z konusu olan bir galeride sergilenmek tzere ve hareket halindeki bir izleyici
kitlesi icin hazirlanan bir video enstalasyonudur. Boylesi bir yapiti tasarlamak i¢in
izleyicinin projeksiyonun herhangi bir aninda gelebilecegi ya da terk edebilecegi
olgusunu akilda tutmak gerekmektedir. Bu yapit, abartili bir sekilde (1, bir
restoranda garsonun siparislerini getirmesini bekleyen alisildik bir misterinin
durumunu taklit etmektedir (Order, Disorder baska bir muhtemel basliktir). Fakat
bu video konusunda, “masanin tstinin”, 6rtiiniin Gstiiniin sunumunu yapana
yiyecekleri getiren ve izler lizerinde bir ag olusturan projektoriin bagidir. Her sey,
olasi bir sekilde geriye donmektedir, yeniden servis edilmek amaciyla mutfaga
(unutulmaz bir yemek] geri dsnmektedir, zira buradaki bir yemek degil, hareket
halindeki bir tablodur. (Course, Discourse).

Michael Show
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Reel zamanli video projeksiyonu, renkli, sessiz, in situ enstalasyon.
Fotograf: Serkan Yildirim

Real-time video projection, colour, silent, site specific.
Photo: Serkan Yildirim

MICHAEL SNOWI“I

THE CORNER OF BRAQUE
AND PICASSO STREETS

2009

Sinemanin, 1890°lLi yillarda icadindan beri diiz bir zemin yahut siklikla bir “ekran” iizerine yansitilmasi bir uzlasim haline gelmistir.

Projeksiyon sirasinda diiz zemin algimizdan kaybolmaktadir. Mekanin ve hareketin ne derece inandirici hale geldigini gérmek gercekten
blyuleyicidir (fakat bu dylesine siradan bir sey haline gelmistir ki artik fark dahi edilmemektedir).

Benim ilgilendigim sey ise, eger imajlari, ytizeyi diizenli ve goriinir bir sekilde degisken olan bir zemine yansitir isek ne olacagiydi.

The Corner of Braque isimli yapit kaidelerin diiz ylzeylerini ve genel olarak sergiler i¢in kullanilan ayaklari kullanima sokmaktadir.

Bir duvar-ekran olusturmak amaciyla bunlari birbirinin tizerine yerlestirdim. Sergilenen yapiti barindiran binanin disindaki sokagin
gercek zamanli olarak (tam anlamiyla “o anda” yakalanan imajlar) kaydedilen imajlari bu ylizeye yansitilmaktadir.

Cekilen sahneler “soyut” hale gelmekte ve kiibizmi hatirlatacak bir sekilde, projeksiyon duvarinin bir yiizeyinden digerine
gecerken degisime ugramaktadir.

Bu yapitin sunumunun baglamina uydurulmus acilisi Barselona’da bulunan Angels Barcelona adli galeride Mayis ve Haziran 2009
tarihlerinde gerceklestirilmistir. Pek cok kibist pentlr bu sehirde ya da yakin cevresinde 1900°Ld yillarda, sinemanin ilk adimlarini attigi

yillarda gerceklestirilmistir.

Michael Snow

Projecting onto a flat surface, usually a “screen,” has been conventional since the arrival of film in the 1890s.

During projection, the planar surface is removed from our perception. It is amazing (but so common as to be unremarked upon)
how convincing spatial and motion depiction then becomes.

| became interested in investigating what would happen with projection on a constantly visible altered surface. The Braque and Picasso work
uses the several-planed surfaces of a number of plinths or bases, usually used for exhibition purposes, piled one on the other to make a
“screen” wall. On this surface (actually happening “right now”) images of the activities taking place in the street outside the building in which
this piece is exhibited, are projected.

These activities are “abstracted” and modified by their passages from plane to plane in a way that recalls “cubism.”

The first presentation of this site-specific work was in Barcelona in May/June 2009 at the Angets Barcelona gallery. Many of the earliest cubist
paintings were done in or near Barcelona in the 1900s just as film was commencing.

Michael Snow
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Video projeksiyonu, blu-ray, renkli, sessiz, 10 dakika 28 saniye, devamli.
Fotograf: Serkan Yildirim

|48]

2009

Yogunlasma sisi, pusu, ¢iseltiyi, yagmuru ve bulutlari animsatmakta fakat
ayni zamanda her seyin bu blu-ray videoda yogunlastigina [sikistirilmis ve
hizlandiritmis olduguna) da génderme olmaktadir.

Konu Kanada'nin kiyi bolgelerinin peyzajidir. Bu peyzaj, bir giin icerisinde pek
¢ok farkli atmosfer olayina taniklik etmekte ve bunlar filme alindiginda gorsel
varyasyonlar Uretmektedirler. Boylelikle konu peyzaj ve kamera arasinda devamli
bir degisim halinde olan atmosfer haline gelmektedir.

Saniyenin onda birinde bir cekim yapmak lzere planlanmis bir numerik kamera

sayesinde ylzlerce kare cektim. En ilgin¢ kareler saniyede 24 imaj olusturacak

sekilde bilgisayarda bir araya getirildi. Bu imajlar, atmosfer olaylarinin degisimi
orneginden itibaren birbirlerinin icinde eriyecek sekilde bir araya getirildi.

Michael Snow
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Video projeksiyonu, DVD, renkli, sesli, 1 dakika 45 saniye, devamli.
Fotograf: Serkan Yildirim

DVD video projection, colour, sound, 1 min. 45 sec., looped.
Photo: Serkan Yildirim

MICHAEL SNOWISOI

SSHTOORRTY

2005

Yapitin basligi short (kisa) ve story (hikdye) kelimelerinin iist iiste
yerlestirilmesinden tiiretilmistir, boylelikle hali hazirda kisa olan bir hikayeden
daha kisa ve bazen ¢atisan taraflardan birinin digerine dayandigi (kimi zaman) bir
iliskiyi cagristiran bir yapit ortaya cikmistir.

Filmin kendisi de biri 6tekinin tzerine yerlestirilen bir bolim icermektedir (bu metne
eslik eden diyagrama bakilabilir). 35 mm’lik bir kamerayla cekilen bu yapitta séz
konusu olan devamli olarak cekilen bir sahnedir. Montaj esnasinda film iki parcaya

ayrilmis ve bir bolim digerinin Uzerine yerlestirilmistir.

Seffaflik Uzerindeki seffaflik. Renkler ve jestler, “6nce” ve “sonra” birbirinin icine
gec¢mekte, pek cok defa farkli agilardan izlenebilmektedir. Yapit, hareketli imaj s6z

konusu oldugunda, hareket halindeki bir imajdir.

Michael Show

The title was derived from placing the word short on top of the word story, thus
making an already short story shorter and implying formally that one of the
protagonists lies on the other (sometimes).

The film itself has one part of itself placed on top of another part (see accompanying
diagram]. It was shot on 35 mm film as a continuous little dramatic event, then in
editing it was cut in 2 and one part superimposed over the other.

Transparency over transparency. This makes a blending of colours and gestures and
“before” and “after” that can be seen many times with varying perceptions. The work

is a moving picture about a moving picture.

Michael Snow
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Video enstalasyonu (2 monitor ve video projeksiyonu), siyah-beyaz,
sessiz, 15 dakika, devamli.

Fotograf: Serkan Yildirm

Video installation (2 monitors and projection), black and white,
silent, 15 min., looped.

Photo: Serkan Yildirim

MICHAEL SNOWISLI

THAT/CELA/DAT

2000

Bu yapit ingilizcede, Fransizcada ve Hollanda dilinde birbirinin “aynisi” olan ii¢
metinden ibarettir ve kelimeler ciimleler olusturmak amaciyla sunulmustur.

Uc dil simiiltane bir sekilde gériinmekte ve her metin ayni siireye (15 dakika) sahip
olmaktadir. Yani basinda ingi[izce metin ekranin solunda, Fransizca metin ortasinda
ve Hollanda dilindeki metin ekranin saginda belirmektedir. Sunumun sonuna
gelindiginde Hollandaca bu defa ekranin solunda, ingilizce metin ortada, Fransizca
metin ise ekranin saginda belirmektedir. Sonrasinda ise bu defa Fransizca metin
solda, Hollandaca ortada ve ingilizce metin ekranin saginda belirmektedir.

Her kelimenin gecis siresini titiz bir sekilde él¢tim. Bu ¢ dil ayni seyi ifade etmek
icin farkli zamanlar almaktadir, fakat metinlerin biri digerine gore akisi benzerlikleri,
farkUliklari, hareketli yapitin etkileri, vb. 6ne ¢ikartmaktadir. “That”, “Cela” ve “Dat”

gibi pek cok kelime senkronize olmus bir sekilde belirirler.

Kelimelerin grafik gorlintisiini onlari ayarlanmis bir kadraj icine yerlestirerek
bireysellestirdim: boylelikle, “he” gibi kiiclk bir kelime bile blytik hale gelmekte ve
“concentrated” gibi uzun bir kelime ile ayni genislige sahip olabilmekteydi. Kelimeler
ctimlenin yigini dahilinde diizenlenmekte ve her birinin sahip oldugu bicim ile siire
vurgulanmaktadir.

Michael Show

This work consists of 3 “identical” texts in English, French and Flemish, presented
one word at a time to make sentences.

The 3 languages are presented simultaneously and each text is the same duration,
15 minutes. That is: at first English might be on the left monitor with French on the
central projection and Dutch on the right monitor. When this presentation is complete
Dutch will be on the left monitor, English will be projected on the centre monitor and
French will be on the right. Next will be French Lleft, Dutch centre and English right.

The durations of each word were meticulously timed (see accompanying example of the
“script”). The 3 languages take different periods of time to say the same thing (?) but the

timing plays one against the other (for differences and resemblances, kinetic effect, etc.)
and several words including “That”, “Cela” and “Dat” appear simultaneously in synch.

As an image, each word is individuated by fitting into @ maximum camera framing: a short
word like “he” is big and as wide as a long word like “concentrated.” The words fit into the
flow of a sentence but also the special form and duration of each word are emphasized.
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BOURGES’'DA
SOLO PIANO CONCERT

2005

Compact disk, Bourges Yiiksek Sanat Okulu, Fransa, 50 dakika.

Hem bir piyanist, hem akrobat, hem de mizikolog olmak. Solu ve sagi ayirmak. Bir
el klavyenin Ustlinde digeri mobilyanin icinde. Teller tzerine nesneleri yerlestirmek.
Sonucu gézlemlemek. Parmaklarini klavyenin tamamina ulasacak sekilde once bir
yone sonra diger yone dogru kaymaya birakmak. Michael Snow'un Bourges Miizik
Konservatuvari'nda 2005 yilinda verdigi solo konserde piyano calisini karakterize
eden bu cogu zaman beklenmedik hatta sasirtici jestlerdir. Bu tasvir yoluyla rahat
bir sekilde caz ya da cagdas muzige ait pek ¢ok tanidik figird taniyabiliyoruz:
glissando, cluster, diizenlenmis piyano. Yine de genel intiba sadece konserin
dogaclamaci karakterine degil ayni zamanda sanatcinin icrasinin kaprisi yoluyla
bizim bekleyisimizi bozdugu bir bicimde, hafif bir ayriksilik ile blyiik bir 6zglrlik

intibasi olarak ortaya cikmaktadir.

Erik Bullot

Compact disk, Ecole Nationale Supérieure d’Art de Bourges, France, 50 min.

Be at once pianist, acrobat and musicologist. Separate left and right. One hand on
the keyboard, the other hidden inside the piano. Lay objects on the strings. Observe
the result. Let your fingers slide over the whole keyboard, in one direction then the
other. Often unexpected, even surprising, these few gestures marked Michael Snow’s
piano playing during a solo concert given in 2005 at the Bourges Music Conservatory.
Through this description, it is easy to recognize various figures familiar with the
vocabulary of jazz and contemporary music: glissandi, clusters, prepared piano.
But the overall impression is still one of great freedom which is due not only to the
improvised nature of the concert, but also to the way in which the artist thwarts our
expectations by the capriciousness of his playing, akin to mild eccentricity.

Erik Bullot

MICHAEL SNOW:[56]:

CCMC+
CHRISTIAN MARCLAY

(Michael Snow, Paul Dutton, John Oswald,
Christian Marclay)
2002

ikili compact disk, Art Metropole, Toronto, 120 dakika 46 saniye.

Sanatcinin mizikal cok yonliiligi ve sessel icat giicli sinema ve gorsel sanatlar
pratigi ile siki bir isbirligi icinde gelismistir. Caz ve blues piyanisti olan bu parlak
yorumcu ve dogurgan besteci, Artist Jazz Band adli grubun, sonrasinda da Canadian
Creative Music Collective’in (CCMC) Uyesi olmustur ve pek ¢ok kayit yapmistir;
Michael Snow, 6zgiir ve spontane yorum baglaminda uretilen deneysel mizigin bir
ustadir.

Louise Déry

Double compact disk, Art Metropole, Toronto, 120 min. 46 sec.

The artist’s musical versatility and powers of sonic invention have developed
in close parallel with his film and visual art practice. A blues and jazz pianist, a
brilliant improviser and prolific composer, a member of the Artists’ Jazz Band,
then of the Canadian Creative Music Collective (CCMC), with which he has made
many recordings, Michael Snow is a devotee of experimental music produced in

spontaneous free improvisation.

Louise Déry
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" THE LAST LP: |

UNIQUE LAST RECORDINGS OF THE

MUSIC OF ANCIENT CULTURES
1987-1994

MICHAEL SNOW'un son vinil albiimii, 1987 yilinda Art Metropole tarafindan hazirlanmis ve 1994 yilinda
CD formatinda yeniden yayinlanmistir, 33’Liik plaklarin nlenemez yokoluslarina gonderme yapmaktadir.

Etnomizikolojik bir kurgu cesidi olarak albimt, kabini ve metinleri yaratimin es degeri olusturucular olarak iceren
yapit kayit teknolojisinin etkileri ve diinyanin nadir yerlerinde kalmis olan endustri dncesi son kiiltirel yapitlari
arasindaki iliskiyi g6z énline aliyor. Bu diskin olusmasini karakterize eden son derece essiz bir yaraticiliktir,
ki basliklar ve sunulan sanatcilar kendinde bir egzotizmin buluslaridir: Wu Ting Dee Lin Chao Cheu [imparator
Wu Ting'in gelisinin bildirilmesi, Orchestra of the National Music Institute Seoul, Korea tarafindan yorumlanmis)
Angola, Bati Afrika’li Kpam Kpam Tribe tarafindan yorumlanmis olan Mbowunsa Mpahiya; Quuiasukpug Quai Gami
(He is Happy Because He Came, Sibiryali Tornarssuk Tribe’dan Ani'ksa’tuk tarafindan yorumlanmis) ve Kuzey
Finlandiya'da Okash tarafindan yorumlanan Speech in Klogen. Diskte yer alan her parca; sanat¢inin “en hakikisini”
yapmay! basardigi ve boylelikle sanatta dogru ile yanlis Uzerine diisiinmeye gotiren isitsel bir filmdir.
Snow’un kendisi de, her ne kadar kapakta elinde mikrofon ile kayit halinde Dr. Misha Cemep ile kendini
ozdeslestirse de kendini yeniden ureten geleneksel mizigin hatirasi olan bu etnografik icadin olusturdugu
kurgusal girisimin tzerindeki perdeyi kaldiriyor.

Louise Déry

MICHAEL SNOW’s last vinyl album, produced in 1987 by Art Metropole and reissued in 1994 as a CD,
refers to the imminent disappearance of the thirty-three rpm long playing record.

A sort of ethnomusicological fiction, the work, which includes the album, jacket and texts as equal creative
components, considers the connection between the effects of recording technology and the last vestiges of
pre-industrial culture in isolated places around the world. Great inventiveness characterizes the compositions on
this disc, whose titles and performers’ names are in themselves adventures in exoticism: Wu Ting Dee Lin Chao
Cheu (The Announcing of the Arrival of Emperor Wu Ting, performed by the Orchestra of the National Music Institute,
Seoul, Korea); Mbowunsa Mpahiya, performed by the Kpam Kpam Tribe, Angola, West Africa; Quuiasukpug Quai
Gami (He Is Happy Because He Came, performed by Ani'ksa’tuk, Tornarssuk Tribe, Siberia; and a Speech in Klogen,
performed by Okash, northern Finland. Each piece on the disc is a little sound film in which the artist achieves a truth
that is “truer than true” and thereby initiates a reflection on the true and false in art. Snow divulges the fictitiousness
of this invented ethnographic memory of traditional music by illustrating, on the jacket, a photo of him microphone in
hand, in the process of recording but identified as a Dr. Misha Cemep!

Louise Déry

MICHAEL SNOWISBI

WINTHED

1970

Vinil albiim, 1975’te yayinlanmis, “Michael Snow Musics for...”, albiimiinde yer alan parcalardan biri,
Chatham Square Records, New York, 26 dakika 05 saniye (compact disk versiyonu, 1994).

Sanatci bu yapiti gerceklestirmek icin kendisini islik calarken ve nefes alirken 23 dakika boyunca
elindeki mikrofona kaydetmistir. Havadan ve notalardan mitesekkil islik hicbir elektronik
diizenlemeye tabi tutulmamistir ve tam olarak performansin siiresine sadiktir. O halde Snow icin s6z
konusu olan gercek zamanli bir belgeseldir. Yazilarindan birinde piyanist, trompetci ve kendiliginden
bir daktilocu oldugunu belirtmistir, 1slik onun icin dogaldir. W in the D adli calismada, ¢ekilen havanin
niceligine bagli olarak her bir katmanin ya da islik ciimleciginin uzunlugu ve performansi ilham
tarafindan belirlenir. Hatta Gflenen hava ile derin ilham arasinda bir git-gel etkisi (sinematografik
imajda zoom in, zoom out’a baglanan) mevcuttur. Dinlerken, garip bir sekilde giicli bir gérsel
potansiyele sahip olsa da Snow’un bu sessel freski yaratmak icin etkilemelerin cesitlemesine
kendini biraktigini goriiriiz. Basliginda isaret ettigi gibi, Whistling in the Dark’in kisaltmalari, sanatci
karanlikta gormeyi telkin etmektedir. W in the D, tipki Souffle Solaire’deki riizgar gibi gercek
bir fenomenolojik boyut tasiyan ve hem yapitin konusunu hem de malzemesini olusturan isligin
kullanimindan dogmustur.

Louise Déry

Vinyl album, produced in 1975, one of the pieces on the vinyl album “Michael Snow Musics for ...",
Chatham Square Records, New York, 26 min. 05 sec. (compact disk edition, 1994).

The artist created this work by recording himself whistling and breathing into a hand-held microphone
for twenty-three minutes. The recorded whistling, consisting of either pitches or just air, was not
altered in any way and lasts exactly as long as the performance. Thus, for Snow it is a documentary in
real time. He has written that he is a pianist, trumpet player and self-taught typist and that whistling
comes to him naturally. In Win the D, the performance is structured by inhaling, and the length of each
whistled segment, or phrase, is the result of the amount of air breathed in. Likewise, there is an effect
of coming and going (like zooming in and out on a cinematic image) between the deep inhaling and the
air blown into the microphone. In listening, we notice the variations of effect Snow creates to construct

this sonic fresco - sonic, yet curiously possessed of a strong visual potential. To be watched in the dark,

the artist suggests, hence the title, which is short for “whistling in the dark.”

Louise Déry
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Toronto’da dogan ve ayni sehirde ¢alismalarini siirdiren MICHAEL SNOW, Montreal, Chicoutimi

ve New York'ta da yasamistir. Oncelikle ressam ve heykeltiras olan SNOW, 1962 yilindan beri

yogun bir sekilde, diapozitifleri, ses enstalasyonlarini, fotografik ve holografik video

enstalasyonlarini iceren filmler, videolar, sanatci kitaplari gerceklestirmek Uzerine

yogunlasmistir. Yapitinin butint, ozellikle de deneysel sinemasi en saygin kurumlarin ve
sanatsal olaylarin dahilinde uluslararasi bir taninirliga sahip olmustur.

Calismalari retrospektif olarak; The Power Plant, Toronto (1994, 2009); Fondazione Ragghianti,
Lucca (2007); Galerie de 'UQAM, Montreal (2005); Centre Pompidou, Paris (1978, 2003); Centre
National de la photographie, Paris (2000); MAMCO ve Centre pour l'image contemporaine
de Saint-Gervais, Cenevre (2000); Palais de Beaux-Arts, Briiksel (1999); Cinémathéque
Francaise, Paris (1999); Musée d’art contemporain de Montreal (1995); Art Gallery of Ontario,
Toronto (1970, 1994); Hara Museum, Tokyo (1988) ve Vancouver Art Gallery (1967, 1979)
sergilenmistir. 1970 yiinda MICHAEL SNOW, XXV. Venedik Bienali'nde Kanada'yi temsil etmistir.

SNOW’un yapitlarini kolektif sergilerde izleyici ile bulusturan pek ¢cok miizeyi de akilda tutmakta
fayda vardir: 16. Sydney Bienali (2008); 27. S30 Paulo Bienali ve Whitney, New York (2006]; Into
the Light, the Projected Image in American Art 1964-1977, Whitney Museum of American Art,
New York (2001) ve Cleveland Museum of Art (2002); iste Cagdas Sanatin Yizyili, Glizel Sanatlar
Sarayi, Bruxelles (2000); Le temps, vite, Musée national d'art moderne, Centre Pompidou, Paris
(2000); Projections, Le Fresnoy, Studio national des arts contemporains, Tourcoing (1998];
Walking and Thinking and Walking, Louisiana Museum of Modern Art, Humlebaek (1996); la
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Biennale de Lyon, Musée d’Art contemporain de Lyon (1995); Notion on Light, Stedelijk Museum,

Amsterdam (1995); Passages de l'Image, Musée national d'art moderne, Centre Pompidou,

Paris (1990); Aurora Borealis, Centre international d’art contemporain, Montréal (1985); Re-

Visions: Projects and Proposals in Film and Video, Whitney Museum of American Art, New York
(1979): Documenta 6, Cassel (1977).

SNOW’unyapitlari,ara¢neolursaolsun, dinyanin hemen heryerinde kamuya ait koleksiyonlarda
ve 6zel koleksiyonlarda izleyiciyle bulusmustur. Ornek olarak; Ottowa'daki National Gallery of
Canada, Toronto'daki Art Gallery of Ontario, New York'taki Museum of Modern Art, Viyana'daki
Museum Modemer Kunst Stiftung Ludwig Wien, Musée d'art Contemporain de la Ville de Paris,
Montreal’daki Museum of Fine Arts, yine Montreal'deki Museum of Fine Arts ve Musée d’art
Contemporain de Montréal'i sayabiliriz. Sanat¢inin yirmiden fazla yapittan olusan filmografisi
icin de ayni seyleri soyleyebiliriz. En 6nemlileri arasinda sunlar sayilabilir: Wavelength (1966-
67) ve La Région Centrale (1971), New York Eye and Ear Control (1964), One Second in Montreal
(1969), Rameau’s Nephew by Diderot (Thanx to Dennis Young) by Wilma Schoen (1974) ve
*Corpus Callosum (2001). Pek cok diinya festivalinde izleyiciyle bulusan MICHAEL SNOW'un
yapitlari Anthology Film Archives (New York], la Cinématheque Royale de Belgique (Briksel) ve
L'Osterreichisches Filmmuseum (Viyana) gibi film arsiv ve koleksiyonlarinda da yer almaktadir.
Sanatcinin pek ¢cok kamusal yapitini Toronto'da gérme firsatina sahip olabiliriz: Flight Stop
(1979, Eaton Centre), The Audience (1988-1989, Rogers Centre (eski adiyla Skydome],
The Windows Suite (2006, Pantages Hotel).

Ayni zamanda 1950°li yillardan itibaren profesyonel bir mizisyen olan MICHAEL SNOW pek cok
grupla birlikte calismis, 6zellikle de 1976’dan beri lyesi oldugu Toronto'daki CCMC (Canadian
Creative Music Collective) ile pek ¢ok 6zgiir performansa imza atmistir. Bu kolektif ile birlikte
Avrupa ve Japonya'da pek cok turne gerceklestirmis olan SNOW, ayni kolektif ile Toronto'da,
Montreal'de, New York’'ta ve Los Angeles’ta pek cogu kaydedilen ylzlerce konsere katilmistir.
Solist olarak katildigi kimi konserleri hatirlatmak gerekirse sunlar sayilabilir: CCCB, Barcelona
(2006); Getty Institute, Los Angeles (2005); Conservatoire de musique, Bourges (2005); Hamburger
Bahnhof, Berlin (2004); Centre Pompidou, Paris (2002); Bard College, Annandale-on-Hudson
(2001); Arnolfini Gallery, Bristol (2001). Sanatcinin pek ¢ok kaydi bulunmaktadir, bunlar arasindan
ozellikle Snow solo piano solo Snow: 3 Phases, 3 CDs (Québec, Ohm Editions, 2000); The Last
LP (Toronto, Art Metropole, 1987; 1994'te CD olarak yeniden yayinlanmistir); Sinoms, (Sanatginin
Quebec Miizesi tarafindan yayinlanmis ilk CD’sidir, 1989); Michael Snow: Musics for Whistling,
Piano, Microphone and Tape Recorder (Chatham Square Records, New York, 1975) sayilabilir.

MICHAEL SNOW ayni zamanda pek cok metin kaleme almis ve en belirleyici olanlari Yazilar,
1958-2001 basligi altinda Paris’te 2002 yilinda Ensba/Centre Pompidou isbirligi ile kitap haline
getirilmistir. Dergi ve kitaplar icin pek cok sanatsal proje gerceklestiren sanatcinin bu yapitlari
arasinda ozellikle sunlar sayilabilir: BIOGRAPHIE of the Walking Woman / de la femme qui
marche 1961-1967, Bruxelles, La Lettre volée, 2004; 56 Tree Poems, Ghent, Imschoot uitgevers,
1999; High School, Toronto, Impulse Editions / The Isaacs Gallery 1979; Cover to Cover, Halifax,
The Press of the Nova Scotia College of Art and Design (Nova Scotia Series); New York, New
York University Press, 1975. SNOW, ayni zamanda, Ecole Cantonale d’Art du Valais Sierre;
Ecole Nationale Supérieure d'Art de Bourges; Ecole Nationale Supérieure des Beaux-Arts
Paris; Le Fresnoy, Studio National des arts contemporains Tourcoing; Ecole Nationale de la
Photographie Arles; Princeton University, New York ve Yale University New Haven gibi pek cok
kurumda sanatci-egitimci olarak gorev almistir.

Sanatcl, 1967'den beri pek cok odile layik gorilmistir: Knokke-le-Zoute Film Festivali
(Wavelength icin), 1967; Fondation Guggenheim odili, 1972; Officier de 'Ordre du Canada,
1982; L.A. Film Critics Award (So Is This), 1983; Chevalier de 'Ordre des arts et des lettres du
gouvernement francais, 1995; Prix du Gouverneur général du Canada pour les arts visuels et
médiatiques, 2000; Médaille du Jubilé d'or de la Reine, 2002; Douglas Edwards Independent
Experimental Film / Video Award de la Los Angeles Film Critics Association (pour *Corpus
Callosum], 2003; Prix Samuel-de-Champlain (France-Amérique), 2006; Compagnon de l'Ordre
du Canada, 2007. Sanatciya ayrica pek cok fahri doktora sunulmustur: Brock University, St.
Catharines, Ontario (1975); Nova Scotia College of Art and Design, Halifax (1990); University of
Victoria, Colombie-Britannique (1997); University of Toronto (1999); Emily Carr Institute of Art
and Design, Vancouver (2004); Paris-Sorbonne (2004) ve Université du Québec a Montréal (2008).
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MICHAEL SNOW was born in Toronto, where he lives and works. He has also lived in Montreal,
Chicoutimiand New York. First a painter and sculptor, since 1962 he has been intensely involved
in creating videos, films, slide and audio installations, photographic and holographic works,
public art, music and artist’s books, as well as writing. The entirety of his work, particularly his
experimental films, has had international exposure at the most prestigious institutions and events.

Retrospectives have been presented at the Power Plant, Toronto (1994, 2009); the Fondazione
Ragghianti, Lucca (2007); the Galerie de 'UQAM, Montreal (2005); the Centre Pompidou, Paris
(1978, 2003); the Centre national de la photographie, Paris (2000); MAMCO and the Centre pour
'image contemporaine de Saint-Gervais, Geneva (2000); the Palais des Beaux-Arts, Brussels
(1999); the Cinématheque Francaise, Paris (1999]); the Musée d’art contemporain de Montréal
(1995); the Art Gallery of Ontario, Toronto (1970, 1994); the Hara Museum, Tokyo (1988]; and the
Vancouver Art Gallery (1967, 1979). In 1970, MICHAEL SNOW represented Canada at the XXVth
Venice Biennale.

SNOW’s work has been included in many group exhibitions, among them the 16th Sydney
Biennial (2008); the 27th Sao Paulo Bienal and the Whitney Biennial, New York (2006); Into the
Light, the Projected Image in American Art, 1964-1977, Whitney Museum of American Art, New
York (2001), and Cleveland Museum of Art (2002]; Voici, 100 ans d’art contemporain, Palais des
Beaux-Arts, Brussels (2000); Le temps, vite, Musée national d’art moderne, Centre Pompidou,
Paris (2000); Projections, Le Fresnoy, Studio national des arts contemporains, Tourcoing (1998);
Walking and Thinking and Walking, Louisiana Museum of Modern Art, Humlebaek (1996]; the
Lyon Biennale, Musée d'Art contemporain de Lyon (1995]); Notion on Light, Stedelijk Museum,
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Amsterdam (1995); Passages de l'Image, Musée national d'art moderne, Centre Pompidou,

Paris (1990); Aurora Borealis, Centre international d’art contemporain, Montréal (1985); Re-

Visions: Projects and Proposals in Film and Video, Whitney Museum of American Art, New York
(1979): and Documenta 6, Cassel (1977).

SNOW’s works in all mediums are represented in public and private collections throughout the
world, including the National Gallery of Canada, Ottawa, the Art Gallery of Ontario, Toronto,
the Museum of Modern Art, New York, the Ludwig Museum, Vienna, the Musée d'Art Moderne
de la Ville de Paris, the Montreal Museum of Fine Arts and the Musée d’art contemporain de
Montréal, to name but a few. The same is true of his twenty films, the best known of which are
Wavelength (1966-1967) and La région centrale (1971), New York Eye and Ear Control (1964),
One Second in Montreal (1969), Rameau’s Nephew by Diderot (Thanx to Dennis Young) by Wilma
Schoen (1974) and *Corpus Callosum (2001) are also important milestones in the artist’s career.
Disseminated at festivals worldwide, the films of MICHAEL SNOW also figure in many archival
film collections, including the Anthology Film Archives, New York, the Cinématheque Royale de
Belgique, Brussels, and the Osterreichisches Filmmuseum, Vienna. Some of his public art may
be seen in Toronto: Flight Stop (1979, Eaton Centre), The Audience (1988-1989, Rogers Centre
[formerly the Skydome]) and The Windows Suite (2006, Pantages Hotel).

Active as a professional musician, on piano and other instruments, since the 1950s, MICHAEL
SNOW has performed with various ensembles, most often in free improvisation with the CCMC,
Toronto. As a member of the CCMC since 1976, he has played European and Japanese tours,
in addition to hundreds of concerts in Toronto, Montreal, New York and Los Angeles, some of
which have been recorded. Among his notable solo concerts have been those at the CCCB,
Barcelona (2006), the Getty Institute, Los Angeles (2005), the Conservatoire de musique, Bourges
(2005), the Hamburger Bahnhof, Berlin (2004), the Centre Pompidou, Paris (2002}, Bard College,
Annandale-on-Hudson (2001), and Arnolfini Gallery, Bristol (2001). Notable recordings of his
music are Snow solo piano solo Snow: 3 Phases, a three-CD set (Quebec City, Ohm Editions,
2000); The Last LP (Toronto, Art Metropole, 1987, reissued as a CD in 1994); Sinoms, the artist’s
first CD, issued by the Musée du Québec (1989); MICHAEL SNOW: Music for Piano, Whistling,
Microphone and Tape Recorder (New York, Chatham Square Records, 1975).

MICHAEL SNOW has also published many texts, most of which have been collected in The
MICHAEL SNOW Project: The Collected Writings of MICHAEL SNOW (Waterloo, Ontario: Wilfrid
Laurier University Press, 1994). He has carried out artistic projects for magazines and books,

including BIOGRAPHIE of the Walking Woman/de la femme qui marche 1961-1967 (Brussels:
La Lettre volée, 2004); 56 Tree Poems (Ghent: Imschoot uitgevers, 1999]; High School (Toronto:
Impulse Editions/The Isaacs Gallery, 1979); Cover to Cover (Halifax: The Press of the Nova Scotia
College of Art and Design; New York, New York University Press, 1975, “Nova Scotia Series.”) He
has been artist-teacher in residence at a number of institutions: the Ecole Cantonale d’Art du Valais,
Sierre; the Ecole Nationale Supérieure d'Art de Bourges; the Ecole Nationale Supérieure des Beaux-
Arts, Paris; Le Fresnoy, Studio national des arts contemporains, Tourcoing; Ecole Nationale de la
Photographie, Arles; Princeton University, Princeton, and Yale University, New Haven.

Since 1967, MICHAEL SNOW has received many honorary titles and distinctions: first prize at
the Knokke-le-Zoute film festival (for Wavelength), 1967; a Guggenheim Foundation fellowship,
1972; Officer of the Order of Canada, 1982; a Los Angeles Film Critics Association Award (for
So Is This), 1983; Chevalier of the French government’s Ordre des arts et des lettres, 1995;
the Governor General of Canada Award in Visual and Media Arts, 2000; a Queen Elizabeth Il
Golden Jubilee Medal, 2002; the Douglas Edwards Independent Experimental Film/Video Award
of the Los Angeles Film Critics Association (for *Corpus Callosum)], 2003; the Prix Samuel-de-
Champlain (France-Amérique), 2006; and Companion of the Order of Canada, 2007. He also
holds honorary doctorates from Brock University, St. Catharines, Ontario (1975), Nova Scotia
College of Art and Design, Halifax (1990), the University of Victoria, British Columbia (1997), the
University of Toronto (1999]), Emily Carr Institute of Art and Design, Vancouver (2004), Paris-
Sorbonne (2004) and the Université du Québec a Montréal (2008).
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Bu katalog, Akbank Sanat (istanbul, Tirkiye), Le Fresnoy, Studio national des arts contemporains (Tourcoing, Fransa)
ve Galerie de 'UQAM (Montréal, Kanada) isbirligiyle gerceklesen “Solo Snow. Works of Michael Snow” sergisi icin
hazirlanmistir. Louise Déry, Michael Snow ve Erik Bullot'nun yazilari; Solo Snow. Oeuvres de/Works of Michael Snow,
Tourcoing: Le Fresnoy, Montréal: Galerie de 'UQAM (2011), katalogundan alinmistir.

This catalogue accompanies the exhibition “Solo Snow. Works of Michael Snow” organized by Akbank Art Center (Istanbul,
Turkey) in partnership with Le Fresnoy, Studio national des arts contemporains (Tourcoing, France) and Galerie de 'UQAM
(Montréal, Canada). The texts of Louise Déry, Michael Snow and Erik Bullot are from the catalogue: Solo Snow. Oeuvres
de/Works of Michael Snow, Tourcoing: Le Fresnoy, Montréal: Galerie de 'UQAM, 2011.
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